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Abstract 
Giovanni d'Alemagna and Antonio Vivarini worked together as 
painters and partners from (at least) 1441 until Giovanni's death in 
1450. The nine extant projects by their shop which can be securely 
attributed to these years provide our most certain indication of the 
preoccupations of Venetian painters during this important yet 
mysterious decade in the history of Venetian art. Despite the 
recognised significance of this oeuvre, it has not been the focus of 
extensive study since the catalogue raisonne of Rodolfo Pallucchini 
in the 1960s. 
This thesis re-examines the evidence surrounding the two painters 
and their oeuvre and contributes new information from Venetian 
archives. Moreover, by focusing on the patrons of the partners rather 
than on the paintings alone it has been possible to gain fresh insights 
into the working practices of the Vivarini shop and into the attitudes 
of Venetian society towards their work. In particular the study re- 
evaluates established ideas regarding the close relationship between 
their art and that of the Florentine tradition in light of new evidence 
and the contribution of modern scholarship. 
The thesis reveals that the partners worked most often for Venetian 
patrician clients and were employed within a close-knit social circle. 
A number of their patrons were in close contact with their Florentine 
counterparts and even engaged Florentine artists to public projects in 
the Veneto. At the same time Venetians were becoming more 
familiar with cultural developments in northern Europe. Several 
patrons of the Vivarini shop demonstrate a parallel appreciation of 
transalpine art by their other artistic commissions. The popularity of 
the Vivarini partners during the 1440s might be attributed to their 
successful marriage of these two styles. 
The transalpine origins of Giovanni d'Alemagna might also have 
contributed to the appeal of the Vivarini shop. Although Giovanni 
has remained a shadowy and often side-lined figure in the history of 
Venetian art, it is now possible to discuss his biography with some 
confidence. An assessment of Giovanni's own oeuvre, records of 
which exist from as early as 1431, forms a necessary preamble to this 
consideration of the art of the Vivarini partners over the course of 
the 1440s. 
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Introduction 
This study takes as its subject the early history of the Vivarini 
workshop of Murano in Venice. The workshop was founded around 
1441 by Giovanni d'Alemagna in conjunction with his younger 
partner, Antonio Vivarini. The partners worked prodigiously for the 
next decade and painted a significant number of important and 
influential altarpieces for both Venetian and Paduan patrons. Their 
art is illustrative of one of the most significant periods in the history 
of Venetian art, the early Renaissance. 
The chronological parameters of the thesis are defined by the known 
working dates of its chief protagonist, Giovanni d'Alemagna: 1431 - 
1450. The two decades under discussion form a homogenous period 
in the art history of north-east Italy, which is characterised by the so- 
called 'transitional' style. Since the activity of Gentile da Fabriano in 
Venice (1408 - 1414), Venetian painting had been under his influence. 
In his Crucifixion fresco in Verona cathedral of 1436 Jacopo Bellini 
could still proudly boast of his training by the central Italian master. 1 
Concurrently the art of the Veneto began to be affected by new artistic 
ideas and impulses. On one hand, Tuscan craftsmen, particularly 
sculptors, had been working in Venice in some numbers since the 
late 1410s, employed to decorate the Palazzo Ducale and the basilica of 
San Marco. On the other, the work of transalpine artists attained a 
higher profile in the Veneto in this period due partly to events at the 
Council of Basel (1431 - 1437). This assembly of leading churchmen, 
diplomats and humanists from all parts of western Europe 
encouraged the exchange of cultural ideas on a scale rarely witnessed 
before. The 'transitional' style drew upon elements from both Tuscan 
and northern traditions. However, as its name suggests, the 
'transitional' style was only temporarily in vogue. The work of 
Mantegna at the Ovetari chapel after 1450 revolutionised north 
Italian painting with its emphasis upon classical vocabulary and the 
robust forms of the Florentine Renaissance. Shortly after mid-century 
1For the signature see Eisler (1989), p. 525. 
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the 'transitional' style, arguably perfected by Giovanni d'Alemagna 
and his partner, Antonio Vivarini, ceased to be the most widely 
practised style throughout the Veneto. 
The period also closely matches a distinct moment in the history of 
Italian politics, one dominated by the actions of a generation born in 
the final decade of the Trecento. In Venice, the whole period fell 
under the influence of its single minded doge, Francesco Foscari (1423 
- 1457) and his supporters, who pursued distinctly pro-Italian policies. 
Foscari found a willing comrade in his Florentine counterpart, 
Cosimo de' Medici (1434 - 1464), and the two Republics were closely 
allied until relations were dramatically broken by Cosimo in 1451. 
The fortunes of these two powers were intimately bound to those of 
Milan, the hostile ruler of which, Filippo Maria Visconti (1412 - 1447), 
died in 1447 to be succeeded by Cosimo's new ally, Francesco Sforza, 
in 1450. At Padua, the influential and learned. bishop, Pietro Donato 
(1428 - 1447), led cultural developments within his diocese. As this 
paper will demonstrate, he acted as one of the leading sponsors of the 
'transitional' style and played a decisive part in the fortunes of the 
Vivarini shop. These years are further characterised by the reign of 
Pope Eugenius IV (1431 - 1447). Eugenius, a Venetian by birth, 
retained close ties with his native city and its leading figures. As a 
result Venice adopted a prominent role in the conciliar struggle 
which was played out over this period at the councils of Basel, Ferrara 
(1437 - 1439) and Florence (1439 - 1442). The distinctly international 
role of Venice had a decisive impact upon the art and culture of the 
City of the Lagoon. When the following generation of Venetians 
came to power around mid-century they brought with them new 
ideals and new tastes which essentially relegated the 'transitional' 
style to a lower artistic order. 
Giovanni d'Alemagna (active c. 1431 - 1450) and Antonio Vivarini 
(active c. 1440 - 1476/84) were among the leading exponents of the 
'transitional' style in the Veneto throughout these two decades. 
Documentary evidence demonstrates that Giovanni had been at work 
since at least 1431 although none of his three recorded projects from 
the 1430s have survived. Around 1440 Giovanni entered into 
partnership with his younger colleague, Antonio, and between them 
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they created many of the works which best characterise this period. 
Their achievement is often overshadowed by the work of Jacopo 
Bellini, since his friendship with notable humanists and his 
experiments with albertian ideas suggest that he was perhaps a more 
intellectual painter than the Vivarini partners. However, our ability 
to assess Jacopo's work is seriously impaired by the loss of many of his 
paintings and by problems of dating those pieces which remain. In 
particular the two albums of drawings preserved at the Louvre and 
the British Museum continue to pose problems of dating and 
interpretation for students of Jacopo's work. In contrast, the products 
of the Vivarini partners survive in fairly large numbers and, thanks 
to the frequency with which they are mentioned in early guide books, 
their major works can be dated and given provenance quite easily. 
Their surviving oeuvre provides us with a major work for almost 
every year of the 1440s and this body of work is by far our clearest 
guide to artistic developments in Venice and Padua during that 
important yet still mysterious decade. 
Scholars have long recognised the importance of these paintings 
within Venetian art history. Archival research conducted around the 
turn of the century cautiously constructed the biographies of the 
partners from documentary evidence. 2 Here, Antonio emerged as the 
founder of a dynasty of Venetian painters which later included his 
brother, Bartolomeo (active c. 1450 - post 1491), and his son, Alvise 
(1476 - 1503/05). In contrast, Giovanni, because of his vague title, 
could not be identified with any certainty. Moreover, while Antonio 
acquired a distinct artistic personality based upon a small number of 
works signed by him alone, the style or ability of Giovanni remained 
a matter of conjecture. A panel bearing only Giovanni's signature was 
identified in 1971, but since it dates from 1444, in the midst of 
collaboration, its usefulness as a specific indication of Giovanni's own 
style is limited. 3 Erice Rigoni's 1937 discovery of two additional 
(though lost) projects by a painter who can be identified as Giovanni 
made a lasting impression upon Paduan art history. However, the 
documentary find could contribute little to questions concerning the 
2 Paoletti & Ludwig (1899); Ludwig (1905); Lazzarini & Moschetti (1908). 
3Zeri (1971). 
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painter's ability .4 Much of the 
discussion concerning the collaborative 
works of the 1440s has been devoted to distinguishing the hands of 
the two painters. In general, critics have characterised Antonio as an 
innovative painter, aware of modern Renaissance ideas, whose style 
was restricted by the decorative late-Gothic flourishes of the elder 
master. Thus Antonio has emerged as the most important 
personality of the partnership whilst Giovanni's contribution 
typically has been underestimated or ignored. Although a 
reassessment of Giovanni's style awaits the discovery of further 
visual material, the present study claims a significantly more 
important role for the senior partner based upon the prestigious 
nature of his earliest commissions and his apparent attention to 
business matters pertaining to the workshop. Moreover, Giovanni's 
projects of the 1430s are the subject of more detailed attention than 
has heretofore been possible. The study reveals that Giovanni's pre- 
1440 patrons continued to influence the success of his workshop 
throughout its existence. 
Besides questions of attribution, the extensive literature devoted to 
the collaborative projects of the 1440s has characterised the workshop 
style in relation to Florentine innovation. Since the groundbreaking 
studies of Giuseppe Fiocco beginning in the 1920s, critics have tended 
to view the works as evidence of a tentative and not entirely 
successful response to the production of Florentine artists travelling 
in the Veneto. -5 Although Fiocco's hypothesis was immediately 
challenged by Roberto Longhi and has been subtly adapted by later 
scholars, the 'transitional' style of the partners continues to be seen as 
a reflection of Florentine achievements. 6 A small number of key 
studies following the work of Fiocco and Longhi have proved 
influential upon the present formalist estimation of the art of the 
Vivarini partners. Foremost among them is the catalogue raisonne by 
Rodolfo Pallucchini which has become the touchstone for all 
4Rigoni (1937-38). 
5Fiocco (1927), and other publications, for which see below Ch. 3. 
6Longhi and Fiocco exchanged a series of published letters discussing the issues raised 
by Fiocco's work: Longhi (1926a); Rocco (1926); Longhi (1926b). 
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subsequent Vivarini scholarship.? Pallucchini brought little 
innovation to the subject, but his survey forms an invaluable 
compilation of discoveries and opinions up to the early 1960s. Despite 
the popularity of this approach, formalist analyses of this type cannot 
adequately account for the more involved art of the Vivarini shop. 
Their work avoided direct borrowings from any single source and 
instead combined numerous influences in arguably complex ways. 
Further additions to the catalogue were made by Federico Zeri in two 
notable articles in the 1970s, 8 and more recent literature has 
undertaken detailed analyses of the particular characteristics of their 
art or of their contribution to specific aspects of the Venetian 
tradition. In particular, Bradley Delaney attempted to give greater 
weight to claims of Florentine influence, 9 and Peter Humfrey has 
noted their part in the development of the design of Venetian 
altarpieces. lo 
Despite the amount of information available concerning the 
provenance of many works from the Vivarini shop, surprisingly 
little attention has been paid to the conditions surrounding their 
manufacture. This situation is rather typical of the period as a whole. 
There exists no general survey of art patronage in Venice before the 
mid-fifteenth century. The most significant contributions to this 
important area of study are those of Humfrey (though his attention 
has focused upon the subsequent period) and of Patricia Fortini 
Brown, who has studied the art patronage of Venetian scuole. 11 The 
circumstances surrounding the manufacture of the Venetian projects 
of the partners or their contemporaries have not been the subject of 
sufficient investigation. Our knowledge of the activities of Jacopo 
Bellini is clearer than ever thanks to the monograph of Colin Eisler 
7Pallucchini (1962), with comprehensive preceding bibliography. Prior to 
Pallucchini's volume, the Vivarini painters had formed the basis of two other, 
rather insignificant, monographic studies: Sinigaglia (1905); Moschini (1946). The 
subsequent work by d'Arcais (1966), similarly summarised the state of research at 
that point and added nothing new to the subject. 
8Zeri (1971); idem. (1975). 
9Delaney (1978). 
10Humfrey (1994a). 
11Humfrey (1993); Brown (1987). 
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and the studies of Bernhard Degenhart and Annegrit Schmitt, but 
sources concerning Jacopo's achievements at Ferrara are more 
informative than those for his Venetian projects. 12 The work of 
Michele Giambono formed the focus of a number of studies by 
Norman Land, but Land's concerns were essentially those of the 
connoisseur. 13 A comprehensive history of a third significant artistic 
personality of this period, Jacobello del Fiore, is sadly lacking. 14 In 
contrast the circumstances surrounding the commission of the three 
known Paduan projects of the Vivarini partners have been 
considered in some detail. Giordana Mariani Canova clarified the 
early history of the Praglia polyptych of 1448, Raimondo Callegari 
discovered important new evidence concerning the Nativity 
polyptych of 1447, and Keith Shaw provided a comprehensive 
analysis of the documents which relate to the Ovetari chapel 
decoration, c. 1447 - 1450.15 These issues also form one aspect of a 
wider body of Paduan art historical scholarship concerning this 
period. 16 
In order to begin redressing this situation, the present study takes as 
its focus the patrons who sponsored the Vivarini shop before the 
dissolution of the partnership at mid-century. The study considers 
sixteen projects, most of which survive, and all of which can be 
associated with a specific donor or board of patrons due either to early 
descriptions, significant circumstantial evidence or extant documents. 
The thesis adds new documentary evidence from the archives of 
Venice to assist our understanding of a number of the projects under 
scrutiny. It also brings together a wide range of secondary sources 
concerning the paintings themselves or their environment, which 
have not previously been considered in conjunction with one 
another. 
12Eisler (1989); Degenhart & Schmitt (1990). 
13Land (1974), pp. 178 - 197. 
14The most comprehensive study of Jacobello's work to date is that of Chiappini di 
Sorio (1989). 
15Mariani Canova (1985); Callegari (1997a); Shaw (1994). 
16For example, see the studies by Andrea De Marchi, Alberta di Nicolö Salmazo, Fra 
Antonio Sartori, Paolo Sambin, Francesco Trolese, and Silvana Collodo referenced 
throughout the main text of the present study. 
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Where possible the study seeks to place each project firmly within its 
social and physical context. Attention is given to the interests and 
motivations of patrons, particularly their sense of competitive 
devotion, to the function of the objects beyond their role as 
altarpieces and to their audiences. The advantages of adopting this 
approach are numerous. Beyond demonstrating changes in taste, the 
information discovered allows a re-evaluation of the success and 
prestige enjoyed by the workshop. Far from being a poor substitute for 
the works of Jacopo Bellini, the Vivarini shop was the first choice of a 
number of high-ranking and influential patrons in Venice in this 
period. Their art was flaunted by their prestigious patrons as a symbol 
of wealth, taste, rank and even learning. Secondly, their oeuvre 
allows a new understanding of the mechanics involved in winning 
new commissions and attracting patrons. More often than has 
previously been realised, artists apparently worked within close 
circles of patrons and achieved success through the recommendations 
of satisfied customers. As with so many aspects of life, then and now, 
social contacts were as valuable as formal expertise. Thirdly, an 
investigation into the interests, contacts and experiences of the 
patrons of the Vivarini shop may indicate the reasons for the success 
of the workshop over the period. In particular, it can provide fresh 
insights into older and more general questions concerning the extent 
of Tuscan influence in Venice in the early Quattrocento. Extensive 
consideration will be given to analysing the markets available for 
Tuscan artists in the Veneto in an effort to establish which sections of 
society welcomed foreign innovation and whether they did so openly 
or with reserve. If the Vivarini partners were sponsored by pro- 
Florentine members of the Venetian community or were in direct 
competition with their Florentine contemporaries, it seems 
reasonable to conjecture that the Tuscan elements of their style were 
the defining factor in the shop's success. The initiatives and wider 
tastes of their patrons might also indicate new avenues of 
investigation in regard to other sources for their art. Findings suggest 
that an understanding of early Renaissance ideals, gleaned partially 
from contact with Florentine culture, was one amongst several 
factors which attracted patrons to the 'transitional' art of the Vivarini 
shop. 
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Giovanni d'Alemagna and Antonio Vivarini worked together as 
painter partners in Venice and Padua throughout the 1440s. Much of 
our knowledge concerning their collaborative oeuvre is provided by 
the joint inscriptions, extant or recorded, with which they signed 
their works. For example, their Redeemer altarpiece at S. Zaccaria in 
Venice still bears the inscription, "Iohanes et Antonius d. Murano 
Pinxerunt 1443". According to such records, their known activity can 
be divided into two periods. During the first, until 1446, they worked 
within the Venetian art market. In the late 1440s, until Giovanni's 
death in 1450, their attention turned to Padua. Despite the fortuitous 
survival of most of their recorded works from these years, their 
method of working in close collaboration has prevented modern 
scholarship from defining the individual contributions of the two 
masters to the workshop style. The present thesis will not attempt to 
advance this area of critical debate. However, it might still be possible 
to draw conclusions regarding the respective roles of the two artists 
within the shop, based upon careful scrutiny of their known 
biographies. 
Giovanni d'Alemagna 
The biography of Giovanni d'Alemagna has been the subject of 
extensive scholarly attention. Due to the disparity of opinion 
concerning the issue, it is first necessary to review the history of this 
debate, to indicate how the findings of this paper might contribute to 
it and finally to define Giovanni's identity as it may now be 
understood. There are many problems associated with unearthing 
Giovanni's early history and both the date and place of his birth are 
still unknown. The problem is compounded by a number of factors; 
his generic title was shared by several of his contemporaries and 
moreover, records which certainly concern the painter are far from 
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uniform in the titles by which they refer to him. Attempts have been 
made to demonstrate his German origins and training based upon 
the evidence of extant paintings. However, the success of such an 
approach is severely restricted by the fact that all but one of his 
known works are signed jointly by himself and Antonio Vivarini. 
Because his life and work were so closely bound to those of his 
Venetian partner, Giovanni is still difficult to discuss as anything 
more than an appendage to his more adequately documented 
associate. Although some evidence suggests that Giovanni was the 
more talented and illustrious of the two painters, he remains a 
shadowy figure in the history of Venetian art. 
The earliest observations concerning the identity of Giovanni were 
those of Pietro Brandolese in 1807.1 Through a comparison of several 
known signatures from works by Antonio Vivarini, Brandolese was 
able to equate the artist, Giovanni Vivarini, identified by a number of 
early sources as. Antonio's brother, with Giovanni d'Alemagna. 2 He 
concluded that Giovanni Vivarini was a fictitious title based upon 
the misreading of his signature by previous- scholars. Brandolese's 
conclusions have been unanimously accepted and modern 
biographers of the artist accept that Antonio Vivarini had a single 
partner throughout the 1440s, known today as Giovanni d'Alemagna. 
The archival researches of Pietro Paoletti and Gustav Ludwig 
pioneered the creation of cursory documented biographies for both 
Antonio and Giovanni. 3 Their discoveries provided the basic skeletal 
information surrounding Antonio's life which still form the 
foundation for modern accounts of his career. However, their search 
was less rewarding with regard to Antonio's partner, Giovanni. Faced 
with a complete lack of certain documentation concerning this 
second painter they could offer only observations of a general nature 
regarding the frequency with which German painters could be found 
throughout the Veneto in this period. Rather more fruitfully, 
lBrandolese (1807). 
2Sansovino (1581); Ridolfi (1648). 
3Paoletti & Ludwig (1899); Ludwig (1905). See also Fogolari (1907). 
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Vittorio Lazzarini and Andrea Moschetti approached the partnership 
from a Paduan perspective, publishing their findings in 1909.4 
The findings of Lazzarini and Moschetti made a significant 
contribution to the biography of Giovanni. Firstly, by re-analysing the 
statutes of the Paduan painters' guild they were able to more precisely 
identify the partners' date of entry into the Paduan records. The two 
painters, together with a master Rigo Tedesco, entered the guild 
sometime between 20 October 1447 and 4 November 1448. Secondly, 
with their publication of key documents concerning the Ovetari 
chapel they produced the first, and still today the only, body of 
documentary evidence which indisputably, mentions Antonio's 
partner. 5 According to the Ovetari contract of 16 May 1448, "magister 
Iohannes de Alemanea pictor quondam Johannis et magister 
Antonius de Moriano quondam Michaelis similiter pictor" were to 
receive three hundred and fifty gold ducats for their work in the 
Ovetari chapel; 6 fifty ducats were given as an advance payment on 15 
July 1448, a further twenty were paid to Giovanni on 23 July 1449 and 
Antonio received the final installment of ten ducats on 27 November 
1451.7 Most significantly their findings revealed two other pieces of 
important information relating to Giovanni's biography. Primarily, 
the relationship between Giovanni and Antonio became clearer; as 
well as being business partners the two men were referred to as 
brothers-in-law in two of the Ovetari documents. 8 Such family ties 
were the basis of many business relationships in Venice at this time. 9 
Secondly, Giovanni was discovered to have died between 23 July 
1449, the date of his final payment, and 9 June 1450, the occasion of 
the assessment of his work at the Ovetari following his demise. This 
4Lazzarini & Moschetti (1974). 
5For the history of the Ovetari chapel project see below Ch. 5. 
6The most thorough and accurate transcription of the Ovetari documents is that of 
Shaw (1994). All excerpts from and references to the Ovetari documents are from this 
source. The contract is given by Shaw (1994), Doc. 7. 
7See respectively, Shaw (1994), Docs. 7; 12; 12,13. 
8Giovanni is referred to as the "cognatus" of Antonio in a record concerning the 1448 
payment and again in regard to a valuation of work in the chapel which took place in 
1450. For the documents see Shaw (1994), Docs. 7,21 respectively. 
9Connell (1988), pp. 35 - 49. 
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final discovery was vital in order to distance the partner of Antonio 
Vivarini from a number of homonymous craftsmen at work 
throughout the Veneto after his death. 
Based on these findings Moschetti made further speculations 
regarding Giovanni's artistic origins. He produced four documents 
refering to "Giovanni q. Nicolb d'Alemagna", whom he identified as 
Giovanni's father. 10 On 5 May 1423, "Johannes pictor quondam 
Nicolai de Alemania", declaring himself to be twenty five years old, 
received the dowry of his wife, Maddalena. 11 In 1431 the same man 
accepted the commission for the polychromy of the tomb of Raffaello 
Fulgosio in the Santo at Padua12 and on 30 August of that year he was 
awarded Paduan citizenship by the Podestä of Padua, Giorgio Cornaro 
and the Capitano, Marco Foscari. On the same day he bought two 
houses in the district of S. Antonio from Francesco Porcellino. 13 
These origins and probable artistic training in Padua seemed to offer 
an explanation for the employment of Giovanni at the Ovetari 
chapel. 14 
10Moschetti's ideas were put into doubt with the publication of a separate document 
by Lorenzetti (1910). Lorenzetti found a record of 28 July 1417 concerning the award of 
Venetian citizenship to one "Johannis pictori et merzario quondam Johannis de 
Uphenon Alemanie". Lorenzetti tentatively identified this painter as Giovanni 
d'Alemagna, associate of Antonio Vivarini, who is also mentioned in the Ovetari 
documents. This suggestion was rejected by Testi (1915), II, pp. 304 - 14, and all 
subsequent scholars. 
llLazzarini & Moschetti (1974), Doc XCII. Maddalena was daughter of Franceschino 
di Piacenza and Caterina del fu Luigi di Ferrara. 
12Lazzarini & Moschetti (1974), Doc XCIII, 15 Jan 1431. See also Lazzarini (1923), pp. 
147 - 56, Doc. I, 5 March 1429. 
13Lazzarini & Moschetti (1974), Doc. XCIV. This document records both the financial 
transactions and Giovanni's receipt of the honour of citizenship. Since Padua had 
been a Venetian possession since 1405, Giovanni received both Paduan and Venetian 
citizenship on this occasion. Two years later in 1433 Giovanni denounced the 
possession of these two properties in the official tax estimates, see Lazzarini & 
Moschetti (1974), Doc. XCV. 
14Testi (1915), II, pp. 304 - 314, ended this first period of debate concerning Giovanni 
with a very stringent review of the documented facts. After a methodical 
consideration of the various identifications of Giovanni and his family, Testi 
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Subsequent archival research extended Giovanni's biography even 
further. In 1937 Erice Rigoni published a contract of 25 February 1437 
made between Pietro Donato, Bishop of Padua, and the painter, 
Giovanni da Ulma, for the decoration of the chapel of S. Massimo in 
the bishop's appartments. 15 The contract gave Rigoni reason to 
believe that Giovanni da Ulma should be recognised as the 
subsequent partner of Antonio Vivarini. Rigoni reasoned that in 1437 
Giovanni had not yet been in Italy long enough for his city of origin 
to have been forgotten. 16 Furthermore the existence of an earlier and 
prestigious fresco project in Padua neatly explained the unusual 
selection of the Vivarini partners for fresco work at the Ovetari 
chapel in the following decade. Rigoni's hypothesis has been 
cautiously accepted by most subsequent biographers of Giovanni 
d'Alemagna. 17 
The implications of Rigoni's hypothesis are significant. Most 
importantly, Giovanni di Nicolö could no longer be regarded as 
Giovanni's father. According to Moschetti's reckoning, Giovanni 
would have been only thirteen years old in 1437. Furthermore, the S. 
accepted only that information derived from the oldest sources and including only the 
Ovetari documents. First of all, Testi refused to be persuaded by Moschetti's 
identification of Giovanni's father and training. His primary reasons for doing so 
were based upon the evidence of the paintings of Giovanni which he thought to be too 
advanced for a painter of so few years. 
15Rigoni (1937-38). 
16There may be other reasons for Giovanni's specific title, for which see below Ch. 4. 
17The most recent biographies of Giovanni are those by De Nicolb Salmazo (1987); 
Merkel (1989a); idem. (1996a). It should be noted that Merkel ignores Rigoni's 
suggestions and describes Giovanni as nothing more than a polychromer. 
The findings of the present study allow us to further refine and strengthen Rigoni's 
argument. The specific mention of Giovanni's city of origin on this one occasion might 
alternatively be attributed to the special interest in German geography 
demonstrated by Giovanni's patron, Pietro Donato. A fuller account of Pietro's 
biography will follow in Chapter Four. At the present juncture it is sufficient to 
mention that Pietro had recently travelled extensively in southern Germany and 
employed several German attendants within his retinue, each documented according 
to their specific city of origin. 
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Massimo chapel contract refers to an earlier project by Giovanni da 
Ulma - the decoration of a room in the house of Giovanni Cornaro at 
Venice. Pietro Donato sought news of this project in order to estimate 
the quality of Giovanni's work. The Cornaro cycle might then be 
regarded as Giovanni d'Alemagna's earliest known work in the 
Veneto. 
However, modern biographers of the artist suggest the possibility of 
even earlier Italian works by Giovanni. In 1989 both Mauro Lucco 
and Ettore Merkel proposed that Giovanni di Nicole d'Alemagna, 
identified and documented by Moschetti, was identical with 
"magister Johannes de Alemagnea pictor quondam Johannes", 
collaborator of Antonio Vivarini and signatory of the Ovetari 
contract in 1448.18 Thus the biographical information collected 
concerning Giovanni di Nicole could now be added to that of 
Giovanni d'Alemagna. Their identification was based upon an 
assumed scribal error in the notation of the Ovetari contract. 19 This 
suggested identification of Giovanni di Nicole, Giovanni da Ulma 
and Giovanni di Giovanni as a single individual is given greater 
weight by the findings of the present paper. As will be discussed in 
greater detail below, the documented associates of all three men 
formed part of close circle of patrons which sponsored the Vivarini 
shop on a number of occasions. 
Our understanding of Giovanni's biography is completed by further 
documents. Two of these have not yet found their way into the 
accepted biography of the artist. The first, published only in 1997 by 
Raimondo Callegari, provides new evidence about the associates of 
Giovanni di Nicolo' d'Alemagna. 20 On 31 March 1443, "magistro 
Iohannis pictore quondam Nicolai de contrata Sancto Antonio 
confessore" acted as witness to the will of Nicola d'Angelo. The circle 
of this craftsman included many other artisans and painters, among 
18Lucco (1989a); Merkel (1989c). 
19Lucco (1989a), n. 30, quoted an earlier example given by Testi (1915), II, p. 318, in 
which a similar scribal mistake in a document of 1446, recorded Antonio Vivarini, son 
of Michiel, as "Antonio Vivarini q. ser Antonij". 
20Callegari (1997b). 
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them, at a later date, Francesco Squarcione and Andrea Mantegna. 21 
The second document, discovered by Rigoni, has rarely been included 
in biographies of Giovanni d'Alemagna. 22 The document dates from 
the late 1440s when Giovanni and Antonio were in Padua at work on 
the Ovetari chapel. A second Paduan document, dated 6 August 1448, 
records "m. Johannem tehonicum cugnatum Antonij de Murano" 
together with Nicolö Pizolo as arbitrators employed to judge the 
value of frescoes painted by Nicolö Miretto and Giacomo di Matteo in 
the Scuola di S. Giacomo at Padua. This notice is useful as an 
indication of the esteem with which Giovanni was regarded in 
Paduan artistic circles, probably because of his long history there. 
It is now possible to discuss Giovanni d'Alemagna, collaborator of 
Antonio Vivarini between 1441 and 1450, from as early as 1423. The 
documents also allow us to identify his city of origin, to discuss three 
of his projects prior to his work with Antonio and, most importantly 
for this study, to identify the individuals with whom he is known to 
have had contact in his early years at Padua and Venice. 
Antonio Vivarini 
The biography of Antonio can be discussed with much more certainty 
than that of his partner. One "Ser Anthonius Vivarino pictor" is 
mentioned in a number of documents between 1446 and 1484.23 
Notes in these records including the name of this man's father, his 
place of residence and his profession, together with consistent 
references to other members of his immediate family, allow him to 
be identified as Giovanni's partner. 24 Only one of the known 
21The 1443 will was also witnessed by "Francesco sartore quondam lohannis 
habitatore Padue in contrata Albarelle". Although Callegari does not make the 
connection, this man might be identified as Francesco Squarcione. 
22For this document see Rigoni (1948), Doc. XI. Lipton (1974), pp. 172 - 73, refers to the 
document in connection with the biography of Pizolo. 
23Most of the documents were found and published by Paoletti & Ludwig (1899). The 
situation was clarified and the body of documents enlarged by Ludwig (1905). 
240nly one homonymous contemporary, "Antonius pictor de Muriano", has been 
located in the documents. Since his name continues to occur in records after the death 
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documents carries a date prior to Giovanni's death and it is therefore 
the only record to have a direct bearing on the partnership of the two 
painters. In this record, dated 4 February 1446, Antonio agreed the 
terms of his wife's dowry. 25 Antonio was married to this woman, 
Antonia, the daughter of Stefano Filippi, shortly afterwards. His 
wife's two surviving wills of 1457 and 1458, both apparently written 
in light of a serious illness, include mention of their three children, 
Elena, Alvise and Michele. 26 By 1461 Antonio had taken a second 
wife, Luchina, the daughter of Vendramino Stella, 27 and by 1466, 
another woman, a widow Cristina, was living in his house, though 
their relationship is not known. 28 The final record in which Antonio 
is mentioned alive is that of 1476. This document recorded the 
entrance of Antonio's son, Alvise, into the Scuola Grande della 
Caritä. On this occasion, Alvise was referred to as "der ser Antonio 
depentor" implying that Antonio was still alive. 29 Antonio was 
certainly dead by 1484 as stated in the third will of Cristina. 30 
From these documents only two pieces of information are of 
consequence for the partnership of the 1440s. Firstly, from 1446 
Antonio is recorded as living, and presumably working, within the 
district of S. Maria Formosa. As will be discussed below the address of 
the workshop probably affected the manner in which Antonio signed 
his paintings. Secondly, Antonio's frequent role as witness to the 
wills of his neighbours allows a picture of the circles in which he 
of our painter the two men can be easily distinguished. See Paoletti & Ludwig (1899). 
Antonio's father is called Michael in all but one of the documents in which he is 
mentioned. 
25Ludwig (1905), No. 1. 
26Ludwig (1905), Nos. 4,5. 
27Ludwig (1905), No. 6. 
28The three wills of Christina, the widow of Simeone da Lodovico, all mention 
Antonio. In 1465 he was executor of her will, in 1466 she was living in Antonio's house 
and he had become her heir. See Ludwig (1905), Nos. 7,8. For the third will of 1484 
see below. 
29Ludwig (1905), pp. 19 - 20, No. 3. 
30Ludwig (1905), No. 9. By 24 April 1484, the date of Cristina's third will, Antonio 
was dead. Cristina nominated his son, Alvise, and Elisabeth, Antonio's niece, as her 
heirs. 
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moved. In particular, on two occasions Antonio is documented in the 
presence of Ludovico da Forli, the woodcarver with whom he 
collaborated on several projects executed in the 1440s. 31 It can be 
assumed that the location of their workshops within the same district 
was a determining factor in bringing about their working 
relationship. 
All but one of the known documents concerning Antonio were 
published by Ludwig in 1905. The early definition of Antonio's 
biography and the contrasting obscurity of Giovanni's origins, which 
have only recently been given a sense of order, are the principal 
reasons for the general appraisal of Antonio as the major figure in 
their partnership. 32 However, Giovanni's early history can now be 
plotted in greater detail and, as will become evident, this older master 
now appears to have been the guiding force behind their art. 
Workshop Practice: the Roles of Giovanni and Antonio 
From the information presented in these biographies several 
conclusions can be drawn with some confidence. Primarily, it is likely 
that Giovanni was the senior artist in the partnership, both in years 
and reputation. Giovanni was approximately forty years old when he 
produced his first known work in collaboration with Antonio; his 
partner was probably about half his age. All the known collaborative 
works except one are inscribed first with the name of Giovanni and 
then with that of his younger associate. 33 Giovanni also took pride of 
place in the Ovetari documents suggesting that he was primarily 
responsible for negotiating the commission on behalf of the team. He 
31Antonio acted as a witness to wills, together with Ludovico, on 26 February 1453 
and 27 August 1466. See Ludwig (1905), Nos. 3,8. 
32The most recent biographies of Antonio are those by Fleischmann (1926); Humfrey 
(1987); Merkel (1989e); Humfrey (1994b), pp. 442 - 452; Merkel (1996d); Steer (1996). 
33Testi (1915), II, pp. 304 - 308, notes that the framemaker typically signed his name 
before either but still sees Giovanni's primacy as a mark of respect due to his age. The 
one exception, the Nativity polyptych of 1447 has, I believe, particular 
circumstances which made Antonio Vivarini's name most important, for which see 
below. 
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also acted as arbitrator in an artistic dispute during their Paduan 
period, a responsibility apparently given only to senior members of 
the artistic community. 34 Particularly revealing in this respect is a 
document of 1447 in which the painter Michele Giambono was 
contracted to produce a copy of an earlier painting signed by the 
Vivarini partners. Curiously, on this occasion both Giambono and 
his patron agreed that their model was a work by "ser Johannis 
theonicj pictoris" and made no mention of Antonio's contribution. 35 
Giovanni is known to have had at least one pupil in 1437 when he 
took up lodgings at the episcopal palace in Padua. 36 
Having established this relationship between the two painters, we can 
begin to consider the nature of their collaboration. Giovanni's 
decision to enter into a partnership with a younger collaborator 
might have been taken as part of a strategic business plan. It should be 
noted that in 1440 Jacopo Bellini, probably the closest rival of the 
Vivarini shop at this time, had planned to go into partnership with 
another painter, Donato Bragadin. Although this partnership was 
probably annulled before it ever took effect, the circumstances 
surrounding its inception are intriguing. Susan Connell has noted 
that Jacopo's previous, long standing partnership with his brother, 
Giovanni, ended only eleven days before negotiations with Bragadin 
began. She speculates that Jacopo deliberately attempted to shift his 
The same responsibility was given to a number of senior Paduan artists in the 
period. For example, Giovanni was accompanied by Nicolb Pizolo on this occasion. 
Francesco Squarcione, Giovanni Storlato and Pietro da Milano all acted as arbitrators 
in the course of the Ovetari project. 
35The document is partly transcribed by Paoletti & Ludwig (1899), n. 72; a translation 
appears in Chambers (1970a), pp. 186 - 87. For a wider discussion of the commission 
see Land (1977). 
36See Rigoni (1937). According to the guild statutes analysed by Muraro (1961), an 
artist remained a garzone for a period from five to seven years and a lavorante two or 
three years more before becoming a maestro. If Antonio was the garzone of Giovanni in 
1437, he might have become a master as early as 1439 or as late as 1447. Antonio's 
first known signed work, the Parenzo polyptych of 1440, suggests that he might have 
become a master at the earliest date suggested here. 
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alliance from a miniaturist - the trade of his brother - to a painter. 37 It 
is further possible to suggest that Jacopo's interest in collaboration at 
this moment might have been inspired by the actions of Vivarini and 
d'Alemagna; as a partnership it is probable that they were able to win 
a greater share of the available art market. As Keith Shaw has noted, 
patrons were attracted to artistic partnerships because, in theory at 
least, they worked at twice the speed of a single craftsman. 38 Jacopo's 
attempt to form a partnership of his own, combined with the number 
of prestigious commissions that the Vivarini shop won in this period 
further indicate the advantages of collaboration. Giovanni's decision 
might also have been influenced by the bonds of kinship which 
existed between himself and Antonio. As the Ovetari documents 
make clear, the two men became brothers-in-law following 
Giovanni's marriage to Antonio's sister. Although the date of this 
event is unknown, it quite possibly occurred around 1441, the date at 
which their partnership is thought to have begun. 39 
Although no legal documentation concerning the formation of the 
partnership has yet been found, the available evidence allows some 
basic observations regarding its nature and the conditions under 
which it operated. The research of Connell has done much to classify 
the standard types of collaborative agreement in operation in Venice 
over the course of the Quattrocento. 40 By far the most common form 
37See Connell (1976), p. 49, for a detailed discussion of the partnership between 
Jacopo Bellini and Donato Bragadin. 
38Shaw (1994), pp. 59 - 71. For other studies of artistic partnership see Lightbown 
(1980); Stedman Sheard & Paoletti (1978). Lightbown's study reveals parallels 
which existed between the association formed by Donatello and Michelozzo and that 
of the Vivarini partners. Both partnerships enjoyed regular employment by 
prestigious patrons. However, the roles of the two sculptors appear to have been 
much more clearly defined than were those of the painters. Lightbown's observations 
that Michelozzo was responsible for the business organisation of his partnership is 
interesting since this role also seems to have been fulfilled by Giovanni d'Alemagna. 
391n 1448 Antonio was still married to Antonia, the daughter of Stefano Filippi. It is 
presumed that Giovanni remarried following the death of his first wife, Maddalena. 
The two men probably went into partnership shortly after Giovanni's marriage to 
Antonio's sister. 
40Connell (1976), pp. 36 - 53. 
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of collaboration was that between members of the same family; 
between fathers and sons or between brothers. As has been noted, 
Giovanni and Antonio were brothers-in-law and although this type 
of partnership is not treated by Connell's survey, its legal 
arrangements were probably very similar to those of blood brothers. 
Under this agreement the partners probably lived and worked 
together, pooled their capital and earnings, and shared their 
equipment. Furthermore, to judge from the longevity of the 
partnership, it can also be presumed that it was not formed to meet 
the demands of a single specific project. 41 The findings of this paper 
indicate that Giovanni might have required the assistance of a 
committed partner for two reasons. Firstly, he was probably becoming 
too old to work at his former pace; according to the first set of Paduan 
documents he was in his early forties by 1440. Secondly, by the late 
1430s he appears to have cultivated a lucrative market from a clique 
of influential patrons and it is possible that he foresaw, or had already 
contracted, many of the commissions which were to materialise in 
the early 1440s. As indicated above he might also have recognised the 
benefits of a partnership from a patron's perspective and formed one 
in order to win a larger market share. In this light it should be noted 
that Jacopo Bellini's proposed partnership with Bragadin of 1440 was 
to include only paintings for the Venetian market. Apparently, 
Jacopo recognised the potential opportunities on offer in Venice at 
this date. His failed attempt to negotiate a partnership probably forced 
him to concentrate on extra Venetian commissions and left his 
native market open to the Vivarini shop. As will become clear over 
the course of the present study, Giovanni and Antonio exploited this 
situation with considerable success. 
Once it has been established that Giovanni was head of the workshop, 
it should be easier to make assumptions about his role in the 
partnership. Almost certainly, Giovanni was the partner whose 
reputation attracted business. Many of the patrons for whom 
Giovanni had worked during his early years can be seen to have 
influenced later commissions. The Ovetari documents and the 
Giambono contract suggest that Giovanni negotiated commissions. 
Moreover, records of works produced by the Vivarini shop at Venice 
41Connell (1976), pp. 49 - 50, notes this as another common type of partnership. 
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and Padua reveal how skilled Giovanni must have been in winning 
commissions. The frequency with which the partners produced 
multiple works within a single establishment testifies to Giovanni's 
success as a salesman; there were three works at S. Zaccaria, two at S. 
Stefano, two at S. Pantalon, two at S. Moise and two at S. Francesco 
Grande in Padua. Giovanni's habitual practice of displaying his 
signature and address on all shop products was probably designed to 
attract new business. A consideration of these signatures within the 
context of business practice and in respect to the location of the shop, 
rather than as an expression of artistic individuality, makes some 
sense of the numerous titles by which Giovanni was known. The 
partners' workshop must originally have been located on the island 
of Murano. This was the ancestral home of Antonio and the name of 
the island was a prominent part of all shop signatures of Antonio, 
Bartolommeo and Alvise. By 1446 the business had expanded and 
other premises were acquired in the district of S. Maria Formosa. The 
signatures clearly reflect this scheme of events. Prior to 1446 
Giovanni referred to himself simply as Giovanni da Murano; this 
simple title gave a clear address at which the artists could be contacted 
by potential patrons. 42 Antonio's circumstances were slightly more 
complicated since the title "da Murano" had been adopted by 
members of his family and their business some generations earlier. 
Because of his hereditary ties with the island he retained the title 
throughout his lifetime. Antonio's title mattered less since the shop 
worked under Giovanni's name and attracted business due to his 
reputation. In Padua the story is subtly but significantly different. 
Paduans were already familiar with the work of Giovanni since he 
had spent much of his early life in their city. Here therefore, 
Giovanni used the title by which he was already known, Giovanni 
d'Alemagna; all the Paduan documents refer to him in this way, 
including those of the Ovetari chapel, and he signs himself as such in 
the Nativity polyptych at S. Francesco Grande of 1447. The position of 
the workshop at this time might also explain why Giovanni's name 
took second place to that of Antonio on this one occasion. By 1447 
42The practice of an artist signing his name in relation to his place of abode is not 
unprecedented. For example, on his polyptych for the Franciscan convent of Fonte 
Colombo (now at Rieti) Zannino di Pietro signed himself "h[ab]itator ve[n]eciis i[n] 
contrata sa[nc]te a[ppol]linaris". 
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Giovanni was in his late forties - the aging master was to die three 
years later. Although he was still a practising artist, the long term 
success of the shop depended upon Antonio's reputation. In light of 
these facts perhaps it became important to promote Antonio as both 
Giovanni's artistic heir and equal partner, especially to this new 
Paduan audience. For this reason, irrespective of the relative input of 
the two artists in this work, Antonio was given pride of place. We see 
a similar process taking place in the Paduan documents of this time. 
When Giovanni was called to assess the work of Miretto at the Scuola 
di San Giacomo, he was named in relation to his younger associate, 
again to establish Antonio as his artistic heir. The Ovetari documents 
also speak of the two artists in the same breath. 
Giovanni's versatility as an artist must also have been an important 
business asset. The available evidence suggests that Giovanni was 
skilled at polychromy and in the use of fresco besides his obvious 
talent as a panel painter. In this way Giovanni's training was probably 
most similar to that of Michele Giambono. The two artists were 
almost exact contemporaries; Giambono lived from around 1395 
until 1462.43 The known oeuvre of Giambono reveals him to have 
been a successful and well-regarded artist who was skilled in several 
different media, including panel painting, fresco and mosaic work as 
well as polychromy. 44 Likewise, Giovanni could compete for a wide 
range of commissions. 45 
Following the death of Giovanni in 1450, Antonio did enjoy fleeting 
success at Padua with the commission for the high altarpiece of S. 
Francesco Grande, but the state of affairs at the Ovetari chapel no 
doubt damaged his reputation. Antonio's business was also affected 
43 For a recent biography of Giambono see Merkel (1989b). 
44Giambono's most commonly used medium was tempera on panel, but he also signed 
mosaics in the Mascoli chapel at San Marco and was responsible for fresco work on the 
Serego monument at Sant'Anastasia in Verona. In 1440 he was also commissioned to 
polychrome a wooden altarpiece by Paolo d'Amadeo in the church of San Daniele del 
Friuli. 
45Recently Ettore Merkel has considered Giovanni's primary contribution to the 
partnership to have been the painting and gilding of frames. Ironically, this is the 
one task in workshop production for which other artists were needed. 
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by the rise of Mantegna and other artists from the shop of Squarcione. 
The all'antica style practised by these masters appealed to exactly those 
sections of the Paduan market which had previously been supplied by 
the Vivarini partners. Antonio's reputation remained high at Venice 
for some years following Giovanni's death; he received commissions 
for important works at the church of the Caritä, S. Giorgio Maggiore 
and S. Giobbe but he never regained the market share that he had 
previously enjoyed. 46 
461n 1456 Antonio was commissioned to paint the high altar for S. Maria della 
Caritä. For this project see Fogolari (1924). Late in his life he also painted the 
altarpiece of the Madonna for S. Giorgio Maggiore; see Cooper (1990), pp. 185 - 188. 
According to Sansovino (1581), ed. 1663, p. 185, Antonio also produced some works for 
Sant'Apollinaire in 1470. Despite these occasional commissions from Venetian 
patrons, the market for Antonio's work became increasingly provincial. For an 
informed review of Antonio's life and work see Steer (1996). 
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Section I. The Vivarini Partners and Their Art 
ha 2 
A Chronological Overview: Problems of Attribution and Dating 
During the 1430s and 40s, Giovanni d'Alemagna and Antonio 
Vivarini were involved in a prodigious number of artistic projects, 
far more in fact than are to be given detailed consideration in the 
course of this paper. Since the current study seeks to investigate 
specifically the part played by the Vivarini workshop within the art 
markets of Venice and Padua, two criteria have been used in the 
selection of paintings to be included herein. Firstly, the paintings 
must have a known or demonstrable provenance and secondly, they 
must have been commissioned to satisfy either a Venetian or a 
Paduan audience. On occasion this selection process has had 
surprising effects. On one hand, some of the partners' best known or 
most impressive or important works have been omitted. On the 
other, paintings which do not survive and are known only through 
vague descriptions receive, what may be considered an unjustified 
amount of attention. Because this approach sometimes distorts our 
view of the Vivarini shop oeuvre and denies it a logical internal 
development, this short introductory section will be devoted to 
outlining a more considered chronological overview of their style, 
giving particular attention to the inclusion of otherwise 
unmentioned paintings. The findings of the present paper also lend a 
greater degree of accuracy to the chronology of the Vivarini partners' 
oeuvre. 
The present study follows the general rule that the appearance of any 
work of art is the outcome of a large number of considerations and 
contributing factors. Throughout it, emphasis is given to those 
elements which are dictated by the specific requirements of the 
commission and to features controlled by the patron. Although such 
considerations cannot be ignored, a second set of factors relating to 
the prerogatives of the artist is also important. Investigation of this 
second series of criteria facilitates the inclusion of a larger number of 
works incorporating those which are undocumented or undated. In 
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relation to the oeuvre of the Vivarini partners we are fortunate in 
possessing a large number of dated works which span their entire 
working relationship over the 1440s. These documented paintings 
provide a framework around which to group a second body of 
stylistically analogous but chronologically ambiguous works. 
The dated works allow a tentative identification of three periods in 
the stylistic development of the Vivarini shop during the 1440s. The 
earliest phase of activity appears to have been rather short-lived, 
lasting for only two or three years around the turn of the decade. It is 
marked by a rather extreme tendency towards the simplification of 
form and the reduction of ornament. The second period began 
around 1442 and lasted until 1447. It includes those paintings which 
best characterise the partners' collaborative work such as the three 
an co ne at S. Zaccaria. The paintings of this era combine an 
experimental use of light and techniques of spatial illusion with a 
love of rich ornamentation. In this sense these five years might be 
considered the high point of their collaboration, although their more 
socially prestigious and financially more lucrative commissions were 
to come in the closing years of the decade. From 1447 until 
Giovanni's death in 1450, the partners' attention turned to Padua. 
Their three known Paduan works, reasonably uniform in style, 
suggest that they abandoned their application of luxurious ornament 
and instead consolidated their successes in recreating plastic volumes, 
set within convincing space. A fourth period relating to the late 1440s 
might also be proposed. In this brief moment before Giovanni's 
death, the partners began to respond to their Paduan environment by 
borrowing ideas and classical elements from the work of Donatello 
and members of the Squarcione shop. As argued in the present study, 
four scenes from the life of St. Apollonia provide the clearest 
examples of work from this late phase. 
The Early Years, c. 1439 -1442 
The earliest surviving painting by either master which can be 
securely dated is the Parenzo polyptych (P1.1), signed by Antonio 
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Vivarini and dated 1440.1 The altarpiece is remarkable in a number of 
ways. Most notable is Antonio's method of simplifying the forms of 
his principal protagonists almost to abstraction. In particular, the body 
of the central Madonna is reduced to a series of symmetrical 
geometric solids akin to those of her throne. The saints which flank 
her also adopt aspects of this arguably modern aesthetic; their bodies 
and the distribution of their weight are clarified by the draperies 
which cover them and by their exposure to a single, consistent light 
source. In this regard the painting has its closest precedent in the 
work of Masaccio and indeed, it is difficult to explain some of 
Antonio's innovations here without reference to a Tuscan source. In 
particular the absence of extraneous ornament has more in common 
with the works of Florentines such as Fra Filippo Lippi than with 
Antonio's Venetian contemporaries such as Michele Giambono or 
even Jacopo Bellini. Other elements of the polyptych's design, 
however, need not be considered the result of Tuscan influence. In 
fact the plain setting of the figures, the ledge upon which they stand 
and the forms of the Madonna's throne were established elements of 
Venetian tradition. 
The elements of the Parenzo polyptych were further refined in the St. 
Jerome altarpiece (P1.2), the first known work of collaboration, 
delivered to the church of S. Stefano in 1441.2 This altarpiece is 
similarly devoid of exuberant ornament; it incorporates no gilded 
pastiglia work or heavily patterned draperies - features that were to 
become almost the hallmarks of the shop in the following years - and 
the saints stand against a plain gold ground. 3 The shallow space 
constructed to contain the figures is now more clearly articulated 
through the use of unornamented stone plinths enclosed by low 
surrounding walls. In addition, the geometric simplicity of the 
protagonists has been tempered to avoid the iconic, distanced effect of 
the Parenzo Madonna. Beyond these features, the work shows a new 
1The altarpiece is now in the Basilica Eufrasiana at Parenzo (now PoreL,, Croatia), 
although it might not have been commissioned for this church. For a review of 
critical opinion concerning this work see Pallucchini (1962), Cat. 3. 
2Pallucchini (1962), Cat. 6. 
3Such economies of style in this period might also reflect the budget made available 
in the terms of the commission. 
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confidence in handling anatomical proportions and a refinement in 
the depiction of draperies. 
A third altarpiece must also date to this formative period due to its 
formal affinities with the Parenzo polyptych. Federico Zeri's 
reconstruction of a pentaptych incorporating the Madonna and Child 
at Houston (P1.3) and the Four Saints previously in the Coughlan 
Collection (P1.4) has been accepted by subsequent scholars. 4 Based 
upon a comparison with the Parenzo polyptych, this reconstructed 
altarpiece might be attributed to Antonio alone prior to 1440. The five 
panels contain all the salient elements of the Parenzo work but in a 
less developed form. For example, the Houston Madonna and Child 
are less convincingly articulated than their 1440 equivalents; they are 
more recognisably the products of compositional schema than the 
result of observation from life. Moreover, three of the Coughlan 
Saints are presented in frontal or profile views thus limiting the 
suggested spaciousness of their surroundings. As the partners 
matured they were to become more adept at disguising such 
compositional formulae. 
The Years of Maturity, c. 1442 -1446 
The second period in the history of the partnership began around 
1442. Their earliest work in this manner was probably the S. Moise 
triptych (c. 1442) (P1.5), today divided between London and Padua. 5 
The protagonists of this work are similar to those of the St. Jerome 
altarpiece in terms of countenance, physiognomy and setting. 
However, the three panels are subjected to a sudden explosion of 
decorative ornament. The stone pedestals are cut to an irregular and 
ornamental shape and are now richly carved and inscribed. The 
containing wall and the Madonna's throne display a wealth of 
architectural and decorative detail. The Madonna herself wears a 
majestic and highly ornate crown, and her dress is richly brocaded. 
4For the Houston Madonna and the Four Saints see respectively, Pallucchini (1962), 
Cat. nos. 40,1. The reconstruction was suggested by Zeri (1971); further evidence 
which supports this arrangement is given by Wilson (1996), pp. 190 - 200. 
5Pallucchini (1962), Cat. nos. 59 - 61. 
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Carefully executed foliage fills the foreground and closes the scene in 
the far background. Similar tendencies towards excessive decoration 
can be found in all of the major paintings realised in this period. The 
three an co ne at S. Zaccaria (1443) (Pls. 6- 8), 6 the S. Pantalon 
Coronation (1444) (Pl. 9)7 and the Four Fathers of the Church triptych 
(1446) (Pl. 10)8 all strive towards this exuberant ideal. 
During these years the partners also began to experiment with 
techniques of spatial representation. Scholars often remark upon the 
innovative design of the Four Fathers triptych of 1446. Its depiction of 
a single continuous spatial enclosure across three distinct fields 
certainly came closest to its ideal form in this work. However, the 
ideas which led to the ultimate realisation of this format had been 
present in the workshop since at least the time of the S. Moise 
triptych. This earlier work similarly incorporates continuous features 
across all three panels thus giving the impression of a single spatial 
field behind the framing elements. The creation of spatial, rather 
than planar, compositions allowed further innovations. For example, 
in both the Four Fathers and S. Moise triptychs the partners were able 
to place two standing figures within a single field, thus indicating the 
most important saints by their proximity to the viewer rather than to 
the Madonna. The implications of this innovation were further 
expanded through the creation of the concave arena of the S. 
Pantalon Coronation. The theological associations of this altarpiece 
can only be understood through an interpretation of its spatial 
construction. Viewers access the painting through the Evangelists 
who occupy the front edge of the painting. This spatial proximity to 
the viewer indicates that access to Heaven depends on taking note of 
their writings. The dedication of the altar to All Saints precluded the 
visual or theological prominence of any single member. For this 
reason the other saints included are each spatially equidistant from 
the most holy Coronation group in the centre. These powers of 
spatial manipulation to theological ends were unrivalled by any of 
the partners' north Italian contemporaries in this period. 
6Pallucchini (1962), Cat, nos. 27 - 35. 
7Pallucchini (1962), Cat. 44 
8Pallucchini (1962), Cat. 62. 
41 
A further five important but apparently undocumented paintings 
have been attributed to this period on stylistic grounds. All five are 
among the most impressive of the Vivarini oeuvre making their 
unknown origins particularly lamentable. 
The Berlin Adoration of the Magi (Pl. 11) is an extraordinary painting. 
Its scale, quality, the intensity of its workmanship and its obvious 
lavishness indicate that it must have been a very important 
commission from a noted patron. 9 However, the work is not 
included in any of the early descriptions of Venice or Padua and no 
documents relating to its commission or location have yet been 
found. Moreover, although sections of the work are certainly by the 
hand of either Giovanni or Antonio, other aspects of its design are 
quite foreign to their known collaborative productions. These 
difficulties of attribution and dating together with the lack of known 
provenance have lessened its place within the Vivarini shop oeuvre. 
However, due to its sophisticated formal organisation and rich detail, 
the Adoration might actually be regarded as the masterpiece of their 
collaborative years. 
The complex problems of attribution associated with this panel merit 
greater attention than this paper allows. Observations here will be 
limited to establishing how the painting can best be related to the 
wider oeuvre of the Vivarini partners. The essential compositional 
elements certainly originated in the Vivarini workshop. The central 
family group and the three Magi are undeniably the work of our 
painters; all six characters reflect common typologies used by them 
throughout the 1440s. Moreover, the rustic stable and expansive 
landscape are closely comparable to similar elements in their Nativity 
polyptych of 1447. The crowning angels and the heavenly mandorla 
are related to their counterparts in the S. Pantalon Coronation of 
9Pallucchini (1962), Cat. nos. 62 - 63. The painting measures 1.11 x 1.76 cm. The 
earliest known record of the painting is in the collection of Capitano Gasparo 
Craglietto where it was seen by Amico Ricci - Elogio di Gentile da Fabriano 
(Macerata 1829), pp. 21 - 23. From here it passed to the Berlin museum in 1844. Prior to 
these records an unverified history of the painting noted by Testi (1915), II, p. 327, 
records that the work was seen in a Venetian monastery in the possession of a member 
of the Zen family. 
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1444. In fact, the S. Pantalon altarpiece is the closest known relative of 
the Berlin image. Both works display a complex narrative on a single 
field, both are closely and richly worked and both contain a 
remarkable amount of detail. Most importantly, both commissions 
necessitated the portrayal of a host of different figures which made 
unusual demands upon the versatility of the artists involved. The S. 
Pantalon Coronation might reasonably be considered as a catalogue of 
the range of physiognomies invented and used by the Vivarini 
partners; young and old, male and female, lowly hermit and majestic 
ruler are all portrayed here. Yet this gamut of holy figures is expanded 
further within the retinue of the Adoration, perhaps indicating the 
participation of other painters. However, to a significant extent these 
variations might be explained by the wide range of sources apparently 
used by the partners in the compilation of this work. For example, on 
the far left of the composition the page wearing a large oval hat owes 
his pose, his attitude and his facial expression to the right-hand angel 
of the Cornaro lunette at the Frari (P1.12), sculpted by an anonymous 
master around 1430.10 The same lunette might also have inspired the 
seated Madonna and her unusually active baby (P1.69). Another 
sculptural source provided models for other elements of the 
Adoration scene. On the far right of the panel the horse and rider 
shown from the rear depend upon the medal of Giovanni 
Palaeologus cast by Pisanello around 1438 (Pl. 13). Indeed the 
International Gothic character of the panel, particularly the leaping 
dog in the lower right corner suggest that the partners might have 
made quite extensive use of drawings from Pisanello's circle. 11 From 
this analysis it becomes apparent that the most important elements of 
the panel are closely related to the Vivarini oeuvre and are closest to 
their style of the mid-1440s. The more distinct aspects of the painting 
draw from an unusually wide range of sources which might have 
been demanded by the ambitious programme, both formal and 
iconographic, underlying the image. 
10For this relief see Wolters (1976), I, Cat. 234, and below Ch. 3. 
11It is possible that the figure holding a sceptre behind the Madonna might be a 
portrait of Giovanni Palaeologos himself. I hope to return to this subject in a future 
paper. 
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Two panels depicting the Madonna and Child Enthroned, one at 
Milan (P1.14)12 and the other at Citta di Castello (Pl. 15), 13 share many 
features with Vivarini paintings of the 1440s. The composition and 
inter-relationship of the Madonna and Child groups and the 
construction and decoration of their thrones resemble similar 
features in the S. Moise and Four Fathers triptychs. In fact, the entire 
notion of such a monumental and majestic Madonna image was 
characteristic of the work of the Vivarini partners in the mid-1440s. 
Although most critics date the two panels to these years, only one 
actually belongs to this period. The Milan Madonna is so 
astonishingly similar to her counterpart in the 1441 polyptych from S. 
Stefano that the work must be a product of the early 1440s. The 
expressions and fleshy modelling of both faces are so close as to be 
almost interchangeable. Moreover, the relationship between mother 
and child is articulated by means of the same gestures, glances and 
points of physical contact in both works. 
By contrast, the Cittä di Castello Madonna is subtly different from 
either of these examples. Most significant are changes in the 
treatment of the Madonna's face and head; not only has her head 
been elongated and the, proportions of her face altered, but its 
substance has also changed from that of soft and ample flesh to one of 
taut and hardened skin. Similar characteristics can be observed in 
another Madonna and Child composition in the Accademia in 
Venice (Pl. 16). 14 These two Madonna images must be close in date. 
Indeed, the poses of the two figures and the treatment of their hands 
are similar enough to suggest that the same drawing was used for 
each composition. 
12Pallucchini (1962), Cat. 62. See also Pirovano (1982), Cat. 96. Zeri's suggested 
reconstruction of an altarpiece with this panel at its centre, as reported by Pirovano 
has little to recommend it. 
13Pallucchini (1962), Cat. 39. Recently Merkel (1996b), has advanced the proposition 
that this panel might have been the central element of the high altarpiece in the S. 
Tarasio chapel at S. Zaccaria in Venice. However, the marble pedestal of the 
Madonna's throne does not match the wooden equivalents upon which the surviving 
flanking saints stand. 
14Valcanover (1960); Longhi (1960); Pallucchini (1962), Cat. 11. 
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Other features of the Cittä di Castello Madonna divorce it from the 
1440s. The decorative elements of the Madonna's throne are less 
exuberant and more fleetingly modelled than those of the Four 
Fathers triptych or of the Milan Madonna. Rather than decorative 
detail, the emphasis has shifted to ornamental materials. In 
particular, attention should be given to the convincing recreation of 
veined marble achieved in the stone base of the throne. 15 In fact, all 
these features are characteristic of Antonio's later style as it is 
understood from the saints in the lower register of his autograph 
Pesaro polyptych of 1464 (Pl. 27). 16 Here again we find the hard 
porcelain faces and exotic marbling. Because of the later date 
suggested here, the Cittä di Castello Madonna might be identified as 
the central element of a documented but lost polyptych 
commissioned from Antonio Vivarini for the high altar of the 
church of S. Maria della Caritä in 1456.17 The same formal 
observations are true of a third work, the St. Ursula triptych at Brescia 
(Pl. 28), which has also commonly been associated with the Venetian 
years of collaboration. 18 Close observation reveals that the central 
15None of the dated works of the 1440s employs this technique of depicting exotic 
marbles and in fact this feature appears to be characteristic of a slightly later period 
in Venetian art history. Recently Ames-Lewis (1993), has discussed this technique in 
terms of a response by Paduan artists to Netherlandish painting. The Paduan 
examples which he cites, such as Pizolo's Doctor roundels in the Ovetari chapel or 
Mantegna's St. Luke polyptych, date from after mid-century. The employment of this 
technique within the Vivarini shop probably followed the innovations of these 
Paduan artists and the paintings involved should therefore be dated to the 1450s or 
later. Significantly, fictive marbles also form a part of the St. Peter Martyr 
altarpiece attributed to the Vivarini partners and associated here with a later 
period based upon other considerations, for which see below. 
16Pallucchini (1962), Cat. 110. 
17Steer (1996), suggested that the Milan panel might be identified as the centre of 
the Caritä altar. However, our stylistic analysis favours the alternative 
identification presented here. 
18Pallucchini (1962), Cat. nos. 41 - 43. The three panels, St. Ursala, flanked by SS. 
Peter and Paul, at the church of S. Angelo in Brescia, might be the only three 
surviving panels of a larger complex. Their late dating was suggested by Steer (1996). 
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panel of this work, depicting St. Ursaua and the Virgins, is stylistically 
analogous to the Cittä di Castello Madonna and the Pesaro polyptych 
suggesting that it too belongs to the mid-late 1450s following 
Giovanni's death. 19 
The Paduan Years, 1447 -1450 
From 1447 to 1450 three recorded works of the Vivarini partners were 
made for the Paduan art market. This shift of attention brought with 
it a significant departure from the style of the preceding five years. 
The partners might have been reacting to a different atmosphere on 
the Italian mainland where the artistic climate remained distinct 
from that of Venice. Alternatively, the change might have been due 
to the failing, health of Giovanni who was to die three years later. It is 
further possible that the change resulted from a division in the 
collaborative process brought about by the expansion of the shop at 
this time. 20 Equally, the paintings of this period suggest a degree of 
standardisation in design, perhaps initiated to meet the differing 
budgets of Paduan patrons or to attract new business. It is not 
inconceivable that the workshop offered a kind of 'no-frills' package 
intended to win a larger share of their potential market. 21 
A total of four altarpieces were commissioned and possibly designed 
in this period. Only two were executed prior to Giovanni's death - the 
Nativity polyptych (1447) (P1.17)22 and the Praglia polyptych (c. 1449) 
(Pl. ' 18). 23 The design of the other two complexes - the Certosa 
It is interesting to note that the Brescian congregation was affiliated to that of the 
Augustinian Canons Regular of S. Giorgio in Alga at Venice. 
19The export market which the St. Ursula triptych satisfied was also more 
commonly the focus of Antonio's and Bartolomeo's activity after 1450. 
20These matters will be given greater consideration in Ch. 6. 
21In this respect it should also be noted that, as far as can be judged from the 
surviving evidence, the frames of these Paduan works were not equal in splendour or 
intricacy to those of the earlier Venetian commissions. 
22Pallucchini (1962), Cat. 69. 
23Pallucchini (1962), Cat. 77. 
46 
altarpiece (Pl. 19)24 at Bologna and the high altar for S. Francesco 
Grande (Pl. 20), 25 delivered in 1450 and 1451 respectively and signed by 
Antonio and his brother, Bartolomeo, must have been agreed upon 
when contracts for the works were signed probably around 1448-49. 
For this reason the four altarpieces together form a distinct group 
despite the fact that Giovanni did not participate in the execution of 
the final two works. 
All four altarpieces demonstrate a fairly systematic application of 
techniques in which the partners were well practised. The standard, 
modular element common to all these complexes became the fictive 
niche space - consisting of a stone plinth and a low wall set against a 
gold ground - containing a single standing saint. By the late 1440s this 
type of figure, rendered as a plastic form and with a fairly limited 
range of emotions, had become a standard part of Vivarini workshop 
practice and training. The skill and ease with which the partners were 
able to execute such panels is highlighted by the less satisfactory 
attempts of their contemporaries to mimic their achievements. For 
example, one may observe the St. Peter polyptych of Francesco 
de'Franceschi (1447) or the De Lazara polyptych by Francesco 
Squarcione (1452) (Pl. 104), both in the Museo Civico at Padua. 
Compared to their work of the mid-1440s, this group of Paduan works 
might appear to be more modern; their statuesque protagonists are 
presented without additional flamboyant detail. However, to a 
Venetian public these altarpieces probably appeared old fashioned. 
The Vivarini partners had not practised a comparably reduced style 
since the St. Jerome altarpiece of 1441. By contrast, the smartest style 
in Venice at this time incorporated rich pastiglia work and late- 
Gothic decoration. That the simplified style of these Paduan 
altarpieces was in line with Paduan taste is confirmed by their 
influence upon the works of Francesco Squarcione, Andrea Mantegna 
and other Paduan artists. 
This general economy of style in the execution of side panels was 
compensated to some extent by the additional attention given to the 
24Pallucchini (1962), Cat. 90. 
25Zeri (1975). 
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central element of each altar. In the Nativity polyptych, the central 
narrative scene (an innovation in Paduan and Venetian altarpiece 
design) faithfully recreates a landscape setting through the replication 
of natural surfaces and textures and the application of aerial 
perspective techniques. Similarly the observation of natural detail 
again contributes to the central Madonna of the Praglia polyptych. 
Here, the Madonna and Child group incorporates a landscape 
background, a portrait of its donor and of the abbey which originally 
housed it. The similarity in design, though not in execution, of the 
Madonna and Child of the Certosa polyptych might betray Giovanni's 
part in its conception. 26 
It has recently been conjectured that the Venetian branch of the 
workshop continued to function under the direction of Antonio 
whilst Giovanni took care of business at Padua. 27 This suggestion 
raises the possibility that Venetian works might have been produced 
alongside those at Padua. The Assumption of Mary Magdalene, 
probably from the Augustinian convent of S. Maria delle Vergini (P1. 
21), has many features in common with the central panel of the 
Praglia polyptych. 28 The two paintings make use of similar 
compositional conventions. In each, the holy figure towers above a 
schematised landscape setting which contains a portrait of the 
kneeling donor in its lower left corner. Stylistic elements are further 
common to both works; the modelling of the Magdalene's face is 
close to. that of the Virgin and the crisp treatment of drapery, found in 
both panels, belongs to this phase in shop style. A second and often 
neglected panel which also seems to be associated with this short 
period is the Stigmatisation of St. Francis previously in the collection 
of Lord Lascelles (Pl. 22). This scene similarly shares the concern with 
landscape, the inclusion of a kneeling donor and a stiffened drapery 
style which has not yet succumbed to the hardened, mantegnesque 
26The central panel of the high altar of St. Francesco Grande is lost, though it 
probably represented St. Francis receiving the stigmata, a composition based upon 
Sienese prototypes. See Zeri (1975). 
27Shaw (1994), p. 128, n. 16. 
28Pallucchini (1962), Cat. 76. For the suggested provenance see Zorzi (1984), pp. 245 - 
247. 
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forms which soon came to dominate north Italian painting. 29 Finally, 
critical opinion commonly dates a Coronation of the Virgin now in 
Turin (P1.23) to mid-century. 30 Although the characteristics of its 
three protagonists do share certain physiognomic features with some 
saints of the Praglia polyptych, the awkward proportions, hard 
surfaces and generally unsympathetic treatment of the subject are 
hard to reconcile with the high quality of other paintings of this 
period. More importantly, the reduced ornamentation of these three 
works would imply a marked change in Venetian taste following the 
Four Fathers triptych. Alternatively, it is possible that the paintings 
illustrate the Venetian style of Antonio without Giovanni's 
assistance. As will be discussed below, Giovanni's attention 
throughout the period was probably directed towards the Ovetari 
chapel. Until any of these panels can be dated with certainty, this 
identification of a late Venetian phase remains merely speculative. 
The final scheme which can be conclusively associated with this 
period of the Vivarini shop is the decoration of the Ovetari chapel in 
the church of the Eremitani in Padua (Pls. 24 - 26). 31 Although the 
partners were originally commissioned to paint slightly more than 
half of the chapel's wall space, extant documents reveal that only the 
main cross vault can be attributed to the Venetians. The scheme for 
the vault includes the Four Evangelists, eight angels and decorative 
borders. The characteristics of some elements of this design are 
difficult to reconcile with the surviving oeuvre of Giovanni and 
Antonio. The difficulties were multiplied during World War II when 
the chapel and its decorations were completely destroyed. All 
29The panel is not included in Pallucchini's catalogue. It measures 35.5" x 14" and is 
signed, "... de muriano pinxit". It is first recorded in the Carmichael Collection, see 
Borenius (1925). In 1926 it was sold, for which see the sales catalogue of Sotheby's, 8- 
10 December, 1926, n. 492. From here it passed into the collection of Lord Lascelles at 
Harewood House. See Borenius (1936), p. 41. Borenius considered the painting to be a 
fragment of a larger work. Alternatively it might be one half of a pair of organ 
shutters. Only two scholars have proposed a date for the panel: Padovani (1971), 
dated it to around 1450; Zeri (1975), p. 8, n. 11, suggested a date not far from 1446. 
30Pallucchini (1962), Cat. nos. 75. 
31Pallucchini (1962), Cat. nos. 86 - 89. For the most up to date summary of critical 
opinion concerning this work see Shaw (1994), Cat. 7. 
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subsequent attributions have been based upon extant photographs of 
insufficient quality or detail to allow definitive statements. For these 
reasons it is difficult to add to the existing literature with any 
authority. It is unanimously agreed by modern scholars that the 
entire vault, except some areas of the St. Luke spandrel, are the work 
of Giovanni alone. The fictive foliage which forms the border of each 
compartment is indeed characteristic of works such as the S. Pantalon 
Coronation and the Milan Madonna. Beyond these areas little of the 
vault appears to belong to either partner. It is possible that the 
Venetians provided designs for the scheme but none of their 
established typologies are found amongst the vault's protagonists. In 
fact, the classical, putto-like angels do reflect Vivarini designs, yet 
these stocky, elongated figures possess neither the grace nor the 
proportions of works executed by them. The Four Evangelists are 
even less securely related to other paintings known to be by the 
partners. In this case their unusual appearance might be explained as 
a response to the taste of their patron. On one hand, the Ovetari 
contract refers the painters to Paduan Trecento models; the Ovetari 
Evangelist tondi do reflect images such as Altichiero's St. Jerome 
from the vault of the St. James chapel in the Santo. On the other, the 
same tondi indicate that their author might have been influenced by 
northern painting particularly in his attention to genre detail and 
surface texture. The patron responsible for the Ovetari decoration was 
almost certainly aware of these attributes of northern painting. 
However, even these observations preclude the certain attribution of 
the Ovetari Evangelists to either of the Vivarini partners. 
In fact, these trends towards Paduan tradition and northern realism 
reoccur throughout this era of Paduan painting. Among the works of 
the Vivarini partners already mentioned, the centre panels of the 
Nativity and Praglia polyptychs and the Stigmatisation of St. Francis 
all reflect an interest in northern landscape painting. Similarly 
Francesco Squarcione's De Lazara polyptych demonstrates a 
knowledge of landscape and genre detail. As recently demonstrated by 
Francis Ames-Lewis, other paintings by Mantegna and Pizolo were 
also influenced by transalpine models. 32 The debt of these and other 
32Ames-Lewis (1993). 
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artists to their Paduan forefathers will be the subject of more 
extensive scrutiny later in this paper. 
Narrative Panels 
The chronological scheme outlined here, formed around the large 
body of dated altarpieces and demonstrating a generally recognised 
internal stylistic development, does not take into account the various 
series of narrative panels attributed to the Vivarini shop during the 
years of collaboration. The attribution and dating of the narrative 
cycles are among the most complex problems for Vivarini scholars. 
Primarily, this is due to the fact that only one of the known narrative 
groups has a recorded provenance and none are securely dated. 
Further, the various cycles incorporate a rather wide range of 
compositional formulae and architectural styles. Rather than 
suggesting a smooth formal progression, these differences illustrate a 
series of leaps from one style to another. Such dramatic changes 
might have been dictated by patronal demands. In order to make 
certain that historical programmes incorporated all the essential 
features of a saint's legend, donors often had recourse to ready-made 
schema, derived from pre-existing cycles of the same subject. For 
example, when Donatello was commissioned to design the narrative 
reliefs for the Santo altar, his patrons probably indicated two sources 
as guides and models: the Trecento fresco cycle by Stefano da Ferrara 
in their own church, and a series of miniatures by Cristoforo Cortese 
from a lavish manuscript version of St. Anthony's legend. 33 
Likewise, the executors of the Ovetari chapel referred their artists to 
Trecento fresco cycles. 34 Donatello and Mantegna apparently adapted 
and updated Trecento models to create modern versions of the same 
narrative histories. The Vivarini partners similarly updated their 
given models but in less startling ways. 
For these two sources see McHam (1994), p. 13, nn. 82 - 84,91 - 94. That these two 
sources might have influenced Donatello was suggested by Pope-Hennessy (1993), pp. 
223 - 224. 
34See below, Ch. 6. 
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The two historical cycles discussed at length in the present study both 
illustrate the practice of the Vivarini partners in response to 
narrative commissions. 35 In order to discuss these two cycles here it is 
necessary to anticipate conclusions presented later in this paper. The 
St. Monica altarpiece (Pls. 84 - 88), 36 commissioned by a group of 
Augustinian tertiaries for their altar at S. Stefano in Venice, possibly 
depended upon an illustrated manuscript version of her life as a 
source for many of its narrative compositions and details. The 
promotion of St. Monica to the Italian populace took place in 1430 
with the translation of her relics to Rome. Her cult was subsequently 
adopted by the Order of Augustinian Hermit Friars through the 
foundation of female lay sisterhoods dedicated to following Monica's 
example. In order to facilitate the spread of devotion to Monica, 
Augustinian humanists composed versions of her biography and 
very probably distributed these throughout houses belonging to their 
Order. The figure of St. Monica certainly began to play a more 
prominent role in the biography of her son during the following 
decades and appropriately her presence became more manifest within 
pictorial schemes devoted to this subject. This is demonstrated most 
clearly by two lavishly illustrated manuscript versions of Augustine's 
life dating from the 1430s. The first, produced in southern Germany 
and today held at Berlin, includes one hundred and twenty three 
miniatures which depict the stories of Augustine and Monica in 
impressive detail (Pls. 91 - 95). 37 The second volume, written and 
illustrated in Florence in 1433 incorporates a less comprehensive 
pictorial cycle containing the same events (Pls. 96 - 98). In both, 
Monica's role as Christian exemplar was emphasised as an important 
feature. Although the images in these volumes are the result of very 
different artistic traditions, the general compositional similarities 
which exist between these illustrations and the Venetian panels 
suggest that the Vivarini partners had access to a similar series of 
35The Berlin Adoration, another narrative scene, similarly depended upon specific 
models which were alien to the Vivarini shop. See above. 
36Pallucchini (1962), Cat. nos. 13 - 17. 
37For these manuscripts see respectively, J. & P. Courcelle (1969), pp. 27 - 64,73 - 84. 
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manuscript miniatures. 38 In all three cycles the protagonists 
communicate by shared gestures and are distributed throughout the 
scenes in a very similar fashion. For example, the scenes of the 
Marriage of St. Monica and of the Birth of St. Augustine from the 
Venetian altar and the Berlin manuscript, depend upon shared 
compositional schemata which have been adapted by each artist. 
Variations in styles of architecture and dress might be easily 
explained in terms of regional cultural traditions. 39 On this occasion 
therefore, the partners probably responded to the ideas of another 
artist from a foreign culture. 
In the same way, four scenes illustrating the life of St. Apollonia 
clearly depend upon sources drawn from outside Venetian tradition 
(Pis. 112 - 115). 40 In the present paper it is argued that the style of these 
narratives depends upon developments in Padua in the late 1440s. 
The revolution in Paduan art brought about by the initiatives of 
Donatello and his shop must have attracted the attention of the 
Vivarini partners during their stay in the mainland city. The St. 
Apollonia cycle appears to have drawn significantly upon ideas found 
in Donatello's Paduan shop. Their adoption of Donatello's 
architectural vocabulary and of his expressive use of figures for 
narrative and compositional purposes make them difficult to 
reconcile with the other paintings of the Vivarini shop, especially 
since they represent a sudden burst of intense interest in the 
Florentine's style which was never again repeated. Because of their 
highly unusual character it is legitimate to suggest that, for this 
specific commission, the partners again followed the directions of 
their patron who was perhaps more aware of the significance of 
Donatello's innovations than were the Venetian painters. 41 This 
series of narrative panels which might reflect plans for the St. 
Christopher cycle in the Ovetari chapel - probably designed but never 
executed - represent the only extant examples of a fourth period in 
38 This suspicion is further strengthened by the reoccurrence of similar compositional 
formulae throughout other Augustine cycles discussed by J. & P. Courcelle (1969). 
39For an extended discussion of the St. Monica altarpiece see below, Ch. 5. 
40Pallucchini (1962), Cat. nos. 23 - 26. 
41For an extended discussion of the S. Apollonia altarpiece see below Ch. 6. 
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the chronology of the partners' oeuvre, characterised by a noted 
response to Paduan innovation which ended with Giovanni's death. 
Of the remaining narrative cycles attributed to the Vivarini partners 
only one can certainly be associated with either artist. Seven scenes 
from the life of St. Peter Martyr (Pls. 29 - 35), possibly made for the altar 
of that saint at SS. Giovanni e Paolo, are distinct from the two cycles 
considered thus far and cannot easily be related to any of the four 
periods of the partnership as outlined above. 42 In fact it seems most 
likely that the series belongs to aý period after Giovanni's death. 
Certainly it post-dates the St. Monica altarpiece; it is more advanced 
both in terms of conception ý and of technical ability. Most 
impressively these panels show a new approach to the idea of space. 
In the St. Monica altarpiece the narratives take place within carefully 
controlled and limited spaces which are dominated by their 
protagonists. In contrast, in the St. Peter Martyr altarpiece the figures 
are dwarfed by their architectural surroundings and move freely in 
expansive settings. This can be illustrated most simply by comparing 
the Dream of St. Monica (Pl. 86) and the Death of St. Peter (Pl. 35). In 
the former, the scene takes place within a semicircular apse; the space 
is convincingly formed through the careful application of light but it 
serves only as a backdrop for the prominent foreground action. In the 
Death of St. Peter Martyr, the action has been moved forwards into 
the aisle of a similar church and our view has been expanded to 
create a comparatively massive space, illuminated by distinct light 
sources from within the picture itself. Indeed, the author of the Peter 
Martyr series is so at ease with the techniques for creating carefully lit 
and architecturally complex spaces that he is free to manipulate them 
for effects which are independent of the narrative content of the 
scenes themselves. In the St. Monica altarpiece panels were arranged 
in relation to one another depending on the comparable nature of 
their iconographic content. In the St. Peter Martyr altarpiece however, 
their arrangement probably depended upon contrasts between light 
and dark or inside and outside as well as the dictates of the narrative. 
The architectural vocabulary of the second series also indicates a later 
dating. The use of semi-domed apses, classical columns with bases 
42Pallucchini (1962), Cat. nos. 18 - 22; idem. (1967). Pudelko (1937a) was the first to 
associate the surviving scenes and to suggest their provenance. 
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and capitals and plain white surfaces with a minimum of decorative 
detailing has little in common with the rich gothic interiors of the 
mid-1440s or the exotic antique reconstructions of the St. Apollonia 
panels from mid-century. Rather these narratives make use of an 
architectural style that arrived in Venice with the work of Antonio 
Gambello in the 1450s. 43 Less can be deduced from the execution of 
the characters in this second cycle. In general they are well 
proportioned and engaging. Occasionally the poses of some figures, 
such as the possessed man and his assistants, suggest that the 
demands of the narrative have been rethought through observation 
from life. Due to these apparent strengths it might reasonably be 
suggested that the St. Peter Martyr cycle belongs to the 1450s and 
should be attributed to Antonio alone or in conjunction with his 
brother, Bartolomeo. 
More caution is necessary when discussing the remaining narrative 
panels. Although they all resemble paintings by the Vivarini 
partners, subtle differences in their quality and style raise doubts 
about their authorship. Perhaps the most easily accepted of the 
images is an often overlooked scene of Christ's Entry into Jerusalem 
(Pl. 36). 44 The general mood of the panel and the extremely 
characteristic features of its main protagonists verify Vivarini 
authorship. The panel can be most closely compared with the Berlin 
Adoration. Although of slightly lower quality, perhaps due to its 
smaller dimensions or to damage, the Entry shares with the Berlin 
panel its treatment of landscape and foliage. The Entry might also be 
compared to the Ravenna Crucifixion (Pl. 37). 45 The Ravenna panel 
does include some very accomplished passages, for example the 
mounted soldiers and their horses which are in keeping with the 
work of Antonio. However, the three figure groups in the foreground 
are poorly articulated; their anatomies are vague or distorted and they 
rely upon exaggerated gestures for their expression. Most probably, 
this divergence in style can be explained by the intervention of a 
43For Gambello see McAndrew (1980), pp. 24 - 37. 
The panel, measuring 20.5 x 27 cm, was overlooked by Pallucchini. It is mentioned 
in the literature only once, see La critica d'arte 1937, pp. XLII - XLIII. At this time 
the panel was in the Marczell Collection in Nemes. 
45Pallucchini (1962), Cat. 58. 
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studio assistant capable of reproducing the Vivarini style but without 
the subtlety of his masters. The same hand was responsible for the 
Crucifixion at Prague and the six scenes of the Life of the Virgin at 
Berlin (Pls. 38 - 39). 46 These works are sometimes thought to be the 
early works of Giovanni prior to his partnership with Antonio, but 
they are better explained as later caricatures after the models of the 
Vivarini partners. Even the most cursory comparison between, for 
example, the Berlin Adoration and the same scene from the Virgin 
series, reveals that the difference between them is one of quality and 
ability rather than experience. 
A more involved problem is posed by the Passion polyptych in the 
Ca' d'Oro in Venice (P1.40). 47 Again the complex incorporates the 
same two distinct hands recognised in the Ravenna Crucifixion. 48 
The more accomplished master, probably Antonio Vivarini, was 
responsible for the central Crucifixion scene and scattered details 
throughout the other twelve panels. The Crucifixion itself is a work 
of high quality. The scene takes place in a spacious landscape closed by 
a distant city wall, the features of which are modelled in strong 
sunlight. Its protagonists display a level of grief rarely found in the 
partners' oeuvre. Moreover, their massive plastic forms are clothed 
in draperies which possess a real sense of weight and texture. A 
second hand was responsible for most of the other panels. The ranks 
of bystanding soldiers which passively observe Christ's suffering are 
closest to their brothers in the Prague Crucifixion. The use of 
contrived gesture and a slightly heavy-handed modelling of form is 
also reminiscent of this second master's work at Ravenna and Berlin. 
These problematic narratives belong to a period of collaboration 
between an accomplished master and his unremarkable assistant. It 
might therefore be legitimate to ask whether they represent the 
earliest period of collaboration between Antonio and Giovanni, 
46Pallucchini (1962), Cat. nos. 46 - 51,58, respectively. 
47Pallucchini (1962), Cat. 54; Moschini Marconi (1955), Cat. 35. 
48Ettore Merkel also recognised two hands at work in the Passion polyptych. He 
identified them as Antonio Vivarini and Francesco de'Franceschi. However, the 
second master is not as accomplished as Francesco and should be recognised as a less 
talented assistant to Antonio, as discussed below. 
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before they learned to combine their work more closely. This 
possibility can be dismissed quite easily since the group belongs to a 
period after Giovanni's death, possibly the late 1450s or early 60s. The 
reasons for this late dating are several. Firstly, the paintings which 
can be attributed to the second master alone - the Prague Crucifixion 
and the Berlin Virgin series - give the impression that they are 
reworkings of earlier designs made popular in the mid-1440s. This 
impression is confirmed by the Passion polyptych. The central panel 
of this complex exhibits an approach to the use of light and space that 
is more advanced even than the St. Peter Martyr series and that was 
probably not achieved until at least the mid-1450s. Furthermore, the 
less accomplished panels of this same polyptych include details 
derived from the St. Apollonia cycle which could not have been 
painted before Donatello unveiled his Santo narrative reliefs in 1448. 
For example, the soldier to the far left of Christ before Pilate (P1.40b), is 
a close relation of a similarly placed and posed bystander in the 
Removal of St. Apollonia's Teeth (P1.113). Other genre details such as 
threadbare stockings found in the St. Apollonia series and the Passion 
polyptych further indicate this dependence. Similarly the Prague 
Crucifixion borrows elements from the same source. 
Limitations in our knowledge of the working practices of the 
workshop of Antonio Vivarini after 1450, in particular concerning 
his use of apprentices, make it impossible to date this group of 
narrative panels accurately. The last certainly dated work signed by 
Antonio alone, the Pesaro polyptych of 1464, demonstrates that the 
master was still able to produce paintings of high quality at this late 
date but also that he practised alongside less able assistants. In this 
example, the hand of an assistant can be detected in the saints of its 
upper register. It is entirely plausible that Antonio used numerous 
assistants throughout his career, especially in his twilight years, in 
order to meet the continuing demand for paintings from the 
Vivarini shop. 49 
49At least two other polyptychs produced by artists from Antonio's shop have been 
erroneously attributed to the master himself. The first is the St. Michael Archangel 
polyptych in the Walters Gallery at Baltimore, often thought to be an early work of 
Antonio. See Pallucchini (1962), Cat. 2. In fact, this polyptych should more 
accurately be attributed to Francesco Pelosio. The same painter was responsible for a 
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signed and documented altarpiece dated 1476 from the church of SS. Vitale e 
Agricola in Bologna, now divided between the Pinacoteca Nazionale at Bologna and 
the Museo Närodni at Prague. A second, dismantled, polyptych, in Split has been 
attributed to Antonio by Gamulin (1971). The nine panels are only vaguely related to 
Antonio's work. 
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Section II. Venice and Florence 
Chapter- 
Venice and Florence 
Introduction: The Rocco - Longhi Debate and Beyond 
L'Arte di Andrea Mantegna by Giuseppe Fiocco, published in 1927, 
stands as a milestone in commentaries concerning the art history of 
northern Italy. In this volume Fiocco laid the foundations for a 
subject that was to occupy him for almost half a century - the 
influence of Tuscan artists upon Venetian art in the early 
Quattrocento. 1 The remarkable achievements of Mantegna from 
around 1450 were characterised as the culmination of experiments 
inspired by Tuscan artists travelling in the Veneto since the late 
1410s. Fiocco considered the work of such Venetian artists as Jacopo 
Bellini and Giovanni Storlato, produced during the 1430s and 1440s, 
as early responses to Tuscan stimuli. 
Fiocco's bold pro-Florentine agenda brought immediate challenges 
from Roberto Longhi and Gino Fogolari. 2 These scholars disputed 
many of Fiocco's attributions and sought to re-emphasise the 
importance of Venetian artistic traditions throughout this period. 
According to their interpretation, the art of the Veneto retained its 
own unique characteristics, influenced by a variety of visiting 
craftsmen from various artistic backgrounds: Venice should not be 
considered a mere satellite of Florence. 
The writings of these scholars had significant implications for 
Vivarini scholarship. The works of Antonio Vivarini seemed to 
undermine Fiocco's conclusions and much of the ensuing debate 
1Fiocco (1927). For a complete bibliography of Rocco's work see Pallucchini (1954); 
idem. (1964); idem. (1971). 
2Longhi and Fiocco exchanged a series of published letters discussing the issues raised 
by Rocco's work: Longhi (1926a); Fiocco (1926); Longhi (1926b). Fogolari's challenge 
came in response to a series of articles by Rocco concerning the work of the Lamberti 
sculptors at Venice. See Fiocco (1927 - 28); Fogolari (1930). 
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concerned the paintings of this master. Longhi suggested that the 
works of Vivarini had little in common with Tuscan Renaissance 
masters such as Andrea del Castagno or Filippo Lippi. Instead, his 
paintings demonstrated a transitional phase of Venetian art, 
famously characterised as the "rinascimento umbratile" which 
paralleled the place of Masolino in Florentine tradition. 3 Longhi 
even suggested that Masolino might have visited the Lagoon on his 
way to Hungary in the mid-1420s. Fiocco attempted to counter the 
Vivarini problem by denying his art any particular importance. 
Subsequent Vivarini scholarship has concentrated its efforts on 
adding to this debate. However, the formalist approach adopted by 
most commentators has failed to reach any firm conclusions. 4 
Almost all the scholars who have considered the style of the Vivarini 
partners have characterised their oeuvre as a response to Tuscan art. 
The most commonly cited sources include the work of Andrea del 
Castagno, Paolo Uccello, Filippo Lippi, Masaccio, Masolino and Fra 
Angelico. The present paper will not attempt to provide a detailed 
counter argument to the mass of critical writings concerning this 
issue. 5 Rather, a few examples will suffice to illustrate the limits of 
the pro-Florentine approach The Vivarini partners rarely adopted 
wholesale Tuscan prototypes. When this did occur, the models were 
most probably available within Donatello's Paduan shop. For 
example, the Madonna and Child group from the Praglia polyptych 
(1448) (P1.18) closely echoes that of the Uffizi Madonna and Child and 
St. Anne by Masaccio and Masolino. Donatello possibly used sketches 
after such important Florentine images in his studio. 6 
3Longhi (1926a). 
4There is a considerable literature dedicated to the collaborative works, for which 
see Pallucchini (1962). The most significant subsequent additions to his bibliography 
are Zeri (1971); Delaney (1978); Hlaväckovä (1991). 
5For a detailed survey of critical opinion concerning this issue see Delaney (1978). 
The earliest paintings of the Vivarini shop continue to be discussed in relation to 
Tuscan precedents, for example see Christiansen (1987a); idem. (1987b); Merkel 
(1989c); Humfrey (1994); Steer (1996). 
6Radcliffe (1989), suggests that the Donatello workshop incorporated drawings after 
a wide range of Tuscan and antique models. 
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Commentators more frequently note general forms of influence 
without mentioning specific sources or motifs. In large part their 
observations concern the various narrative panels attributed to the 
Vivarini workshop. For example, the St. Monica scenes are typically 
discussed in relation to the work of Masolino at Castiglione Olona or 
to those parts of the Brancacci chapel painted by Masaccio. 7 As already 
demonstrated in Chapter Two of this thesis, the Vivarini partners 
often paid attention to non-Venetian examples when engaged in the 
creation of such narrative cycles. This practice was governed by the 
dictates of individual commissions or by convenience, rather than by 
an insatiable interest in the innovations of their Florentine peers. 
On other occasions, the attempts of critics to determine specific 
Florentine precedents for the work of the Venetian partners are 
lamentably short-sighted. For example, in the late 1970s Bradley 
Delaney outlined the effect upon Antonio Vivarini of several 
paintings by Florentine artists at Rome. In particular, the expansive 
landscape background and figure groupings of the Ravenna 
Crucifixion (Pl. 37) suggested to him the Crucifixion fresco of 
Masolino at S. Clemente (P1.41). 8 However, Masolino's ambitious, 
spacious and dramatic composition has little in common with 
Vivarini's crowded and rather static scene. In fact, the Ravenna panel 
probably depended upon Paduan compositions by Altichiero or 
Giusto de'Menabuoi (Pl. 42), and upon Flemish models similar to the 
Crucifixion attributed to a follower of Jan van Eyck in the Ca'd'Oro 
(Pl. 43). Both models were more readily available in the Veneto and 
were more typical of Antonio's range of sources. In short, none of the 
comparisons made by Fiocco or others are able to certainly 
demonstrate anything more than a superficial interest on the part of 
the Venetian partners in the works of Florentine painters. As will be 
discussed briefly below, the practices of Tuscan sculptors in the 
Veneto might more reasonably explain the innovations of the 
Vivarini workshop during the 1440s. 
The present study seeks to further our understanding of the 
relationship between the art of the Vivarini shop and their Tuscan 
7Delaney (1978), esp. pp. 85 - 86. 
8Delaney (1978). 
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counterparts in two ways. Firstly, it aims to assess the art historical 
evidence within the wider context of political and economic ties 
between Florence and Venice during the period under consideration. 
This approach might establish the general level of enthusiasm felt by 
Venetians towards Florentine behaviour. Secondly, it intends to 
identify the markets available to Tuscan artists in the Veneto and the 
sections of society which welcomed Tuscan innovation. If the 
Vivarini partners competed for the same markets as their Tuscan 
brothers, or if they attracted a similar type of customer, then these 
observations might provide firmer grounds for attempting to 
establish a direct stylistic link between the art of the rival schools. 
This approach should indicate whether the Tuscan style became 
widely popular and therefore widely influential in the Veneto, or 
whether it received a more cautious welcome and had more limited 
effects. 
Tuscan Artists in the Veneto 
Reasons for Travel 
In the first half of the Quattrocento the Veneto played host to a 
number of visiting Tuscan artists. The travels of Tuscan craftsmen 
away from their native cities can be explained in a number of ways. 
On some occasions artists passed to the Veneto as circumstances 
dictated and without any intention of seeking employment there. For 
example, Ghiberti was in Venice in 1424 in order to escape the plague 
in Florence. 9 Masolino is thought to have visited Venice on his way 
to or from Hungary in the mid-1420s. 10 Similarly Dello Delli possibly 
9Krautheimer (1970), II, p. 399, Doc. 154; p. 408, Dig. 107. Some commentators 
speculate that Ghiberti returned to Venice in 1430 for which see Krautheimer (1970), 
p. 412, Dig. 161. 
10Longhi (1926b) was the first to suggest the possibility of such a trip by Masolino. 
His proposition has been generally accepted by subsequent commentators. Masolino 
worked for Pippo Spano in Hungary from 1 September 1425 until 31 December 1426. 
The painter was certainly back in Florence between 20 July 1427 and 11 May 1428. For 
the most recent discussion of these events see Joannides (1993), pp. 29 - 32; Roberts 
(1993), p. 86. 
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passed through the Veneto on his way to or from Spain in the late 
1440s. 11 
In some circumstances the travels of artists were driven by economic 
motives. It is apparent that many of the Florentine painters who 
undertook the trip northwards did so very early in their careers 
before their reputations at home brought them attractive job offers 
from local markets. 
Tuscan sculptors in particular must have been attracted to the Veneto 
by the burgeoning demand for their skills in north-east Italy. 
Following the death in 1403 of the leading Venetian sculptor, 
Pierpaolo dalle Masegne and the contemporary decline in quality of 
the work of his major rival, Giovanni Bon, the Venetian authorities 
were forced to search for talented stonemasons abroad. In the month 
following Pierpaolo's death, unsuccessful attempts were made to 
recruit the Florentine master, Niccolö Lamberti, in order for him to 
take charge of the decoration of the Palazzo Ducale. 12 Plans for this 
programme of urban renewal apparently continued at a reduced pace 
until 1416 when Lamberti was released from his responsibilities at 
Florence and other foreign craftsmen were free to join him at 
Venice. 13 Financial considerations were probably uppermost in 
11Vasari (1569), ed. 1967, Testo III, pp. 37 - 40, recorded works left by Dello Delli in 
Venice. Surviving records of the painter's life suggest that he travelled to Venice 
with his father between 1427 and 1430, though we know nothing of any work he 
might have produced there. The painter is documented in Spain in 1433. He returned 
to Florence in 1446 after which date his movements are unknown. Despite the 
difficulties associated with defining Delli's style, Fiocco (1927), ed. 1959, pp. 33 - 38, 
considered him to have made a significant impact upon Venetian painting. Rocco's 
claims remain impossible to verify given the scarcity of evidence. For the biography 
of Dello Delli see Petrucci (1989a). 
12Paoletti (1893), I, pp. 1-4, was the first to connect the recruitment of Lamberti with 
the death of Pierpaolo. Subsequent scholars have accepted Paoletti's suggestion, see 
Connell (1976), p. 124; Schulz (1986). 
13Wolters (1976), I, pp. 75 - 79,88 - 89, Cat. 181, explains the difficulties associated 
with the attribution and dating of work at the Palazzo Ducale. However, he 
concludes that "Le opere create tra it 1400 ed it 1415 non sono numerose (pare the 
fossero rare le commissioni di qualche importanza)". More attention was paid to the 
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Lamberti's mind. It has often been noted that the prices he could 
command in Florence were falling and that artists who were once his 
followers, such as Nanni di Banco and Donatello, superseded him 
both in talent and popularity. 14 The necessity for Florentine sculptors 
to search wider afield for employment became more common as the 
century progressed. In the following decade, the scale and extent of 
sculptural decoration at Florence began to decrease. The opera of 
Florence cathedral, which had been active since early in the century 
with the decoration of public buildings, funded ever fewer schemes as 
war with Milan made increasing demands upon state finances. 15 The 
Venetians were quick to take advantage of these circumstances and 
an extraordinary number of Florentine masons were employed to 
redecorate both the Palazzo Ducale and the basilica of San Marco. 16 
The focus upon these two buildings was sharpened in 1419 when a 
fire caused substantial damage to the fabric of both structures. This 
Palazzo Ducale project when it was decided to extend and complete the building in 
1422. See also Schulz (1986), pp. 11 - 12. 
14Schulz (1986), pp. 10 - 12. 
15Gilbert (1959), pp. 85 - 86, comments that at Florence, "sculptural commissions were 
extremely prominent in number, scale, and complexity from 1401 up to the early 1430s. 
In the later 1430s they declined greatly, in the 1440s reached a low ebb, in the 1450s 
began to recover, and in the 1460s were restored in number but not in scale". However, 
Gilbert denies that economic factors affected this scheme of events, preferring instead 
to identify a switch in emphasis from public to private art as the motive of change. 
Avery (1970), p. 76, notes that the unhealthy condition of Florentine state finances 
resulted in the imposition of a four year ban upon the sculptural embellishment of the 
cathedral (1427 - 31). 
Lombard stonemasons were also attracted to Venice by the rich commissions becoming 
available there. The most notable Lombard stonemason in Venice in this period was 
Matteo Raverti. Also to be found in his shop at the Ca' d'Oro were Nicolö Romanello, 
Gasparin Rosso, and the two Bregno brothers, Antonio and Paolo. See Connell (1976), 
pp. 9- 11; Wolters (1976), I, pp. 235 - 36. 
16Wolters (1976), I, pp. 82 - 89, Cat. 175. The sculptural decoration of San Marco 
probably began around 1384 and was not finished before the third decade of the 
fifteenth century. However it is difficult to date or attribute many of the sculptural 
elements or its design. It is assumed that most of the foreign sculptors who came to 
Venice after 1415 were mainly concerned with decorating the upper stories of this 
building. 
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situation was repeated in the early 1440s when Padua began to require 
the skills of trained bronze casters. Donatello and his Tuscan shop 
formed the second wave of imported Tuscan talent. 17 
The travels of sculptors from Tuscany to the Veneto fulfilled market 
requirements but probably also formed part of a political dynamic. 
The veritable army of sculptors who had been trained in Florence to 
meet demand early in the century must gradually have become an 
unnecessary drain on the Florentine economy. Their export to the 
Veneto became a useful political manoeuvre. In time, the export of 
artists even seems to have formed part of a political policy aimed at 
diplomatic ends. 
The Political Situation 
The close political relationship between Venice and Florence in the 
first half of the fifteenth century played a critical part in establishing 
cultural ties between the two cities. As the eastern possessions of 
Venice began to be threatened by the rise of the Turks and her 
lucrative trading routes came under increasing competition from 
other Italian powers, the Serenissima embarked upon a tentative 
programme of expansion into mainland Italy. By 1405 she had 
conquered the cities of Padua, Vicenza, Verona and Treviso. 
Although her mainland ambitions were primarily concerned with 
reinforcing her own boundaries and ensuring the continuation of 
traditional trade routes, involvement in Italian affairs came to play 
an ever increasing role in Venetian foreign policy and demanded the 
cessation of her previous isolationist outlook. 18 Perhaps the most 
confident and influential adherent of this new Italian orientation was 
Doge Francesco Foscari who held this high office from 1423 until 
1457. The increasing enthusiasm with which Venetians came to 
17Sculptors and stonemasons associated with Donatello's Paduan shop are mentioned 
in the documents for the Gattamelata and Santo altar commissions. See Janson (1963), 
pp. 151- 52,162 - 67. 
18For a summary of Venice's involvement in mainland politics for this period see 
Chambers (1970b), pp. 54 - 71. 
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embrace Italian relations is demonstrated by their changing attitude 
towards military alliance and to cultural influence. 
In the 1420s Florence and her territorial possessions in Tuscany were 
under increasing threat from the advances of Filippo Maria Visconti, 
Duke of Milan. In 1423 Florentine delegates were dispatched to appeal 
for Venetian help against the Milanese aggressor. Despite the 
favourable disposition of the new doge towards Florence, the 
Venetian Senate upheld calls for the republic's continued isolation 
and Tuscan requests for assistance were refused. As conflict with 
Milan continued Florence became increasingly desperate and a 
second appeal for Venetian aid was made towards the end of the 
following year. Once again the Serenissima refused military 
assistance but finally consented to negotiate a peace settlement. This 
alternative found little enthusiasm among the Florentine Signoria; 
Visconti had already proved himself to be untrustworthy in such 
matters by disregarding an earlier treaty of 1420. During the following 
year, pro-Florentine opinion at Venice increased and in December 
1425, following the failure of negotiations, the two republics agreed a 
ten year mutual aid treaty against the Lombard threat. Finally in the 
spring of 1428, all three powers concluded a peace treaty at Ferrara. 
However, the calm was quickly broken when Florentine forces 
invaded Lucca. The Tuscans had hoped to win a swift victory but the 
intervention of Visconti on behalf of Lucca made the capture of the 
city impossible. Once again in 1431 Venice entered the conflict on 
Florence's behalf forcing negotiations the following year. The peace 
treaty was signed at Ferrara in the spring of 1433. Florence had failed 
to win Lucca but had lost none of her previous possessions. 
One of the most decisive events in the history of Venetian-Florentine 
relations came in October 1433 with the defeat of the Medici faction in 
Florence and the exile of its leaders to northern Italy. Although the 
expulsion of the Medici was to last only twelve months, their 
punishments were originally intended to cover a much longer 
period. Cosimo was banished to Padua for ten years and his brother, 
Lorenzo, was exiled to Venice for the same period. Their cousin, 
Averardo, was sentenced to Naples for a similar time but he defied 
the Signoria's decrees and spent much of the year with his kinsmen 
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in the Lagoon. Information regarding the activities of the Medici clan 
at Venice and Padua is, unfortunately, far from comprehensive but it 
is clear from extant sources that the family were treated as honoured 
guests by their north Italian hosts. 19 In fact, the Venetian authorities 
were active on Cosimo's behalf. During Cosimo's imprisonment in 
September 1433, Venetian ambassadors were dispatched specifically in 
order to ensure his safe release. Once Cosimo was within Venetian 
territory the Venetian Senate again put pressure upon the Florentine 
government to extend the boundaries of his exile and allow him to 
lodge at Venice with other members of his family. 
It is possible to gain an impression of the lifestyle enjoyed by Cosimo 
during his banishment from the letters of Francesco de'Medici who 
accompanied Cosimo and Lorenzo to north Italy. Particularly notable 
is the friendship and respect shown to the Medici by the highest 
ranking members of Venetian society. Cosimo was welcomed by an 
official ceremony attended by the doge and the Signoria 2° was lodged 
in the magnificent Paduan house of Jacopo Donato, and was assured 
of Venetian assistance by Romeo Foscari, the kinsman of the doge. 
Moreover, Cosimo must have enjoyed civilised contact with a 
number of Venetian and Florentine associates. Cosimo had been in 
contact with the patrician humanist Francesco Barbaro for many years 
and the two men must have been on good terms during the tenure of 
the exile. In fact the Medici had enjoyed close ties with Venice for a 
significant period. An important branch of their banking empire had 
been established in Venice as early as 1398 and members of the clan 
had been visitors to the Lagoon as bankers, diplomats or tourists on 
several occasions. 21 When Cosimo was victoriously recalled from 
exile in October 1434, he demonstrated his gratitude to his Venetian 
hosts by presenting them with a loan of thirty thousand ducats. 
The close relationship between the Medici clan and the Venetian 
Senate, headed by doge Foscari, had significant implications for 
Italian politics. During Cosimo's absence, the ruling Albizzi 
19For the circumstances surrounding Cosimo's exile and his time in Venice see, Gelli 
(1882); Gutkind (1938), pp. 72 - 97; Kent (1974); Mueller (1992). 
20For Francesco's account of this event see Kent (1974), esp. p. 16. 
21For the Medici bank at Venice see De Roover (1963), pp. 240 - 253. 
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government in Florence made secret agreements with Milan 
concerning the division of north Italy; Florence was to remain 
neutral in conflicts between Milan and Venice in Lombardy, and 
Visconti promised Albizzi support against his pro-Medici enemies. 
Following news of this agreement in Venice, Venetian sympathies 
became notably pro-Medicean rather than simply pro-Florentine. 
With Cosimo's return to power in October 1434, the Venice-Medici 
pact seemed secure. During Cosimo's first term in office as 
Gonfaloniere of justice in 1435, he prolonged their military 
agreements against Milan for a further decade. From the early 1440s, 
however, Cosimo's policy began to favour Francesco Sforza, who in 
1450 was to become the ruler of Milan. In 1451 Cosimo abruptly broke 
off relations with Venice in favour of Milan and the alliance of the 
free republics was over. 
As Michelangelo Muraro correctly observed, the Venetian Senate did 
little either to instigate or encourage this political alliance, even after 
1433.22 On the contrary, the Florentine authorities had greater need of 
Venetian support and did much to foster relations between the two 
governments. In this light it would seem inaccurate to imagine that 
the Venetians unreservedly welcomed Tuscan cultural innovation. 
In fact, it might be more appropriate to suggest that the movement of 
artists to Venice was also part of a Florentine initiative. 
The cultural relations between the two republics mirrored this 
political situation quite closely. From the 1420s until 1450, Florentine 
artists made an increasingly prominent contribution to Venetian 
artistic projects. The available evidence even suggests that the 
Florentine authorities encouraged the export of native Tuscan artists 
and craftsmen to other centres in close connection with their foreign 
policy. Cosimo in particular regularly dispatched art and artists as a 
symbol of his favourable intentions towards Florence's neighbours. 23 
22Muraro (1959). 
23For a survey of Cosimo's involvement in cultural affairs, defined as a "cultural 
policy", see, Warnke (1993), pp. 45 - 58. The Medici clan are thought to have adopted 
several artists in connection with this policy. The most recent and comprehensive 
study of an artist from this perspective is that of Spencer (1991). Spencer places 
Cosimo at the centre of a web of patrons who sponsored the work of Castagno. 
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A chronological survey of Tuscan artists working in the Veneto 
demonstrates the use of artists for such diplomatic ends by successive 
Florentine governments and further indicates the sections of 
Venetian society which were most receptive to these advances. 
The Patronage of Tuscan Art in the Veneto 
The Diplomatic Role of Art and Artists 
With her increasing involvement in mainland politics, Venice began 
to realise the value of dealing with her mainland allies on a cultural 
level. Martin Warnke has described the travels of artists between 
various centres in terms of a developing dialectic between city and 
court circles. 24 Although the actions and tastes of Ventians in the 
early Quattrocento do not consistently match the characteristics of 
either city or court as Warnke defined them, undoubtedly due to the 
unique constitution and heritage of Venice, the Serenissima became a 
major factor in Italian and European cultural diplomacy. 
Several notable Tuscan artists came to Venice as a result of these 
political manoeuvres. Our earliest fifteenth-century example is the 
sculptor Niccolö Lamberti. In 1403 the government of Venice sent 
their ambassador, Angeletto Venier, to Florence to find a stonemason 
to take charge of building work at the Palazzo Ducale. 25 Venier 
successfully recruited Niccolö Lamberti but the agreement of the two 
men was over-ruled by the opera of Florence since Lamberti was in its 
employ. The Signoria of Florence wrote to Doge Michele Steno 
informing him of this decision. 26 When the sculptor finally did 
commit himself to the Venetians in 1416, it is probable that his 
conveyance there was facilitated by these same official channels. The 
precise nature of Niccolö's activity in Venice is unknown, though he 
was probably concerned exclusively with the sculptural 
embellishment of San Marco and the Palazzo Ducale. His elegant late- 
Gothic manner complemented the extraordinarily rich and exotic 
24Wamke (1993). 
For the instructions of the Venetian senate to Venier see Gaye (1839), I, p. 82. 
26The letter is given by Poggi (1909), pp. 65 - 66, No. 35. 
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fabric of the church and helped to create a more Italian and European 
image for the Venetian doge. In fact, Niccolb's son, Pietro, and 
another Tuscan, Giovanni di Martino da Fiesole, won' the 
commission to create the tomb monument of Doge Tommaso 
Mocenigo in the early 1420s, thus emphasising the link between the 
new style and ducal patronage. 27 
In the mid-1420s political contacts between Venice and Florence were 
secured by military alliance. At the same time Tuscan artists arrived 
in Venice with increasing regularity. In 1424 the Florentine sculptor, 
Nanni di Bartolo, was present at the Palazzo Ducale during an 
audience of the Florentine ambassador, Rinaldo degli Albizzi, with 
the Venetian Senate. Creighton Gilbert speculated that Rosso might 
have presented his plans for the design of the Palazzo Ducale on that 
occasion. 28 Whatever the reason for his presence, the situation 
demonstrates very clearly that artists played a significant part in 
cementing diplomatic relations between the Florentine Signoria and 
the Venetian Senate and that artistic projects were a suitable topic for 
conversation on social occasions of this kind. 
Similarly Paolo Uccello was employed by the Venetian Senate early 
in his career. Once again, Uccello's work in Venice was exclusively 
concerned with the ducal church, San Marco. The artist is 
documented in a fairly minor role as a restorer of mosaics at the 
basilica in the late 1420s. Restoration work at San Marco, necessitated 
by a serious fire of 1419, ran into difficulties in 1424 with the death of 
the chief mosaic master, Jacobello della Chiesa. Initially, the Senate 
attempted to replace him by searching for experienced native masters 
27For the biography and work of the Lamberti at Venice see Fiocco (1927 - 28); 
Wolters (1976), I, pp. 75 - 81,238 - 39; Schulz (1986). The wild attributions of Fiocco 
have been rejected by most subsequent scholars; in particular Fogolari (1930). Schulz 
(1978), esp. n. 79, n. 124, n. 178, demonstrated the desperate measures to which Fiocco 
was prepared to resort in order to defend his attributions. The Mocenigo tomb, for 
which see Wolters (1976), Cat. 171; Schulz (1986), p. 22, Cat. 7, was probably 
commissioned by the heirs of the doge in the period when the style of the Tuscan 
sculptors was gaining prestige. 
28For the document and a discussion of Rosso's chronology see Gilbert (1971). Also 
Wolters (1976), I, pp. 90 - 93,239. 
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at work in Venetian territory. 29 However, from the evidence of a 
letter of 1432 it is presumed that these measures proved unsuccessful 
and subsequently the San Marco authorities turned to Florence for a 
solution, much as they had done in 1403 concerning the sculptural 
decoration of the Palazzo Ducale. The letter, from the opera del 
duomo of Florence to the Florentine ambassador in Venice, enquired 
after the work of Paolo Uccello who had formerly been in Venice, 
employed there as a mosaicist. 30 Uccello was certainly in Venice 
between 1425 and 1427. A 1427 Florentine tax return filled in on his 
behalf states that he was still in Venice where he had been since 
1425.31 The painter is next recorded in Florence in January 1431. 
During his time in Venice, Uccello worked exclusively for the San 
Marco authorities. The 1432 letter mentions a mosaic figure of St. 
Peter on the facade of the basilica which has not survived. 32 Despite 
this loss, Uccello's hand has been detected in works throughout San 
Marco. For example, Michelangelo Muraro attributed to him a 
number of abstract geometrical designs in the pavement of the 
church and various mosaic scenes from the vault of the Zeno 
chapel. 33 Likewise Robert Mode conjectures that the two mosaic 
saints, Bernardino and Paul the Hermit, most often discussed as 
works by followers of Castagno executed in the late 1450s, are actually 
examples of Uccello's work carried out between 1425 and 1430.34 
290n 11 March 1424 deliberations took palace in the Venetian Senate on the matter of 
this search. The deliberations are given by Saccardo (1888), p. 33. 
30For the letter see Poggi (1909), p. 147, N. 773. A will made by Uccello on 5 August 
1425 shortly before his trip to Venice confirms the date of his arrival there. The 
relevant section of the will is published in Gaye (1839), I, p. 147. 
31The tax declaration can be found in Gaye (1839), I, p. 146. 
32An impression of this lost work is given by its depiction in Gentile Bellini's 
Procession in the Piazza San Marco of 1496. 
33Muraro (1956). 
34Mode (1972). Mode's suggestion should be accepted with some caution. For the more 
common attribution of these mosaic figures to Antonio di Jacopo see Merkel (1989d). 
Pudelko (1934), followed by Muraro (1961), suggested that Uccello might also have 
had a hand in designing mosaics in the Mascoli chapel at San Marco. However, this 
opinion is not shared by modern commentators on the mosaics. A summary of critical 
opinion is given by Land (1974), pp. 178 - 197; Merkel (1996c). 
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According to Vasari, Uccello visited north Italy for a second time 
when he accompanied Donatello to Padua around 1443-44. Further 
evidence for this second trip to north Italy seemed to be provided by 
the existence of a fresco scheme in the Vitaliani palace at Padua 
depicting famous men. The frescoes do not survive but they are 
recorded by Marcantonio Michiel and are also mentioned by Vasari. 35 
However, records of Uccello in Florence from 1443 to 1446 make 
Vasari's account improbable36 and the Vitaliani cycle might instead 
be dated to the late 1420s. 37 
Slightly later in the century another Florentine master, Andrea del 
Castagno, was at work on the San Marco mosaics. The reasons for 
Castagno's trip to Venice have often been the subject of scholarly 
debate. Most commentators agree that he was conveyed there around 
1442 through the offices of the Benedictine nuns of S. Zaccaria in 
whose church he executed fresco decorations signed and dated 1442, 
still in situ (Pls. 44 - 45). 38 However, Castagno is also thought to have 
contributed to the mosaic decoration of the Mascoli chapel, the doge's 
private chapel at San Marco, and it is more likely that this was the 
project which originally attracted the artist northwards. 39 It might 
even be possible to suggest the individuals who were involved in his 
35Michiel (1521 - 43), ed. 1884, pp. 28 - 29; Vasari (1568), ed. 1967, Testo III, pp. 61 - 
72. The Vitaliani cycle is discussed by Fiocco (1935); Ragghianti (1937). 
36poggi (1909), pp. 144 - 146, records payments to Uccello from the Florentine opera on 
5 November 1443 (Doc. 754), 18 February 1444 (Doc. 761), 28 January 1445 (Doc. 770); 
Gaye (1839), I, p. 146 gives Uccello's tax declaration from 1446. For the works of 
Uccello at Florence in this period such as those for the Florentine Duomo, see Pope- 
Hennessy (1950), pp. 144 - 145. 
Fiocco (1923-24), attempted to attribute a fresco fragment showing the head of a 
female saint at Asolo to Uccello's second trip to the Veneto. However, Fiocco's 
suggestion was immediately rejected by Longhi (1926) and other subsequent scholars. 
37This early dating is supported by the findings of Mode (1972). Mode concluded that 
Uccello contributed to another cycle of famous men at the Orsini palace in Rome 
shortly after leaving the Veneto in 1430. 
38For further on Castagno and the S. Zaccaria decorations see below Ch. 4. 
39The most detailed analyses of Castagno's part in the Mascoli chapel is that of 
Merkel (1973). 
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transfer to Venice. Bernardetto de'Medici, who championed the artist 
throughout his whole career, held ambassadorial offices in Venice in 
January 1441.40 Furthermore his friend and associate, Neroni di Nigi, 
was ambassador to Venice later in the same year. Given our 
observations concerning the regular transferral of artists by means of 
such ambassadorial offices, combined with the opportuneness of 
Bernardetto's position and his membership of the Medici clan, it 
would seem logical to emphasise these avenues of communication 
when trying to account for Castagno's presence in Venice in the early 
1440s. Before being able to complete the work for doge Francesco 
Foscari however, Castagno was transferred to S. Zaccaria where 
Foscari's own sister was abbess. 41 The Mascoli chapel also played host 
to another talented Tuscan artist. The high altarpiece of the chapel, 
dated around 1430, is the work of the anonymous Mascoli Master, 
who is generally considered to have been a pupil of Ghiberti. 42 
Cosimo de'Medici was directly involved in the political and probably 
the cultural relations between the two cities both before and after his 
rise to power in 1434. According to Vasari, Michelozzo accompanied 
Cosimo into exile in Padua and Venice in 1433. Vasari records 
Michelozzo's involvement in several projects in Venice all funded by 
Cosimo as a sign of his gratitude for the friendship shown to him by 
his Venetian allies. 43 Most often noted in this regard is the library 
which Michelozzo is thought to have constructed at S. Giorgio 
Maggiore. 44 Harriet McNeal Caplow has recently demonstrated the 
impossibility of Vasari's claims; Cosimo was banished -in October 1433 
yet Michelozzo is documented at Prato until mid-December of that 
40For Bernardetto de'Medici's involvement in Castagno's career see Spencer (1991), 
pp. 15 - 31. 
41Spencer (1991), pp. 95 - 102, for alternative conclusions on this question. 
42Wolters (1976), I, pp. 107 - 111,276, Cat. nos. 234 - 237. 
43Vasari (1568), ed. 1967, Testo III, pp. 229 - 240. 
44See McNeal Caplow (1977), p. 36. The library was destroyed in the seventeenth 
century during rebuilding of the cloisters. Modern scholarship has discovered nothing 
which certainly links the project to Cosimo though later documents reveal that the 
library was built largely in the 1470s under the direction of a Medici bank employee, 
Giovanni d'Orino Lanfredini. 
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year. 45 However, it is still possible that Michelozzo joined Cosimo in 
exile since the architect's whereabouts between January and 
September 1434 are unknown. Despite the lack of documentary 
evidence and the disappearance of Michelozzo's work in the Veneto, 
McNeal Caplow remains convinced that the artist had first-hand 
experience of Venetian art. Although McNeal Caplow does not 
dismiss the possibility of a visit by Michelozzo in 1434, she suggests 
two alternative and more plausible dates for such a trip by the artist. 
Furthermore, both indicate that he may have been in the company of 
the Medici as Vasari maintained. 
The sculptor was certainly in Padua in 1430. A letter of 27 December 
of that year, written by Giuliano de' Medici in Padua to his father, 
Averardo, mentions that Michelozzo was with him on that occasion. 
A second latter, written by the artist himself to Averardo on the 
following day, confirms this and indicates the close contacts which 
existed between him and the powerful Florentine family at this 
time. 46 This date might also have been the moment referred to by 
Vasari, upon which Michelozzo was in Venice in the company of 
Cosimo; only four weeks earlier, on 1 December, Cosimo had also 
written to Averardo asking for ambassadorial robes since he had been 
nominated Florentine ambassador to Venice. 47 Given the frequency 
with which artists were included amongst diplomatic entourages, this 
1430 visit is particularly persuasive. This occasion would further 
form a precedent for Cosimo's later use of artists for political ends. 
Michelozzo might also have been in the Veneto in the early 1420s. 
McNeal Caplow proposes that he travelled to the Veneto at this time 
specifically for the purpose of studying tombs to assist with the 
construction of the Coscia monument, a project possibly funded by 
the Medici. 48 Horst Janson suggested that Michelozzo might have 
accompanied Ghiberti to Venice in 1424 when the senior master fled 
45McNeal Caplow (1977), p. 34; followed by Lightbown (1980), I, pp. 168 - 72. 
46The letters of Giuliano and Michelozzo are mentioned by McNeal Caplow (1977), p. 
39; Lightbown (1980), I, pp. 168 - 72. It has often been noted that Michelozzo served as 
the unofficial architect to the Medici household for most of his life. 
47Gutkind (1938), pp. 92 - 94. 
48McNeal Caplow (1977), p. 38. 
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the plague in Florence. 49 Vespasiano records that Cosimo de'Medici 
ventured to Verona with Nicolö Nicolai and Carlo d'Arezzo on the 
same occasion. 50 Michelozzo might have been a member of either 
party. 
Cosimo's name has also been associated with the decade-long Paduan 
sojourn of Donatello from 1443. Donatello's abilities certainly 
appealed to Paduan patrons and the sculptor received numerous 
prestigious commissions during his time there. However, the reasons 
for Donatello's relocation in the early 1440s remains a matter of 
conjecture. Most scholars agree that he was probably attracted by the 
commission of the monument to the condottiere, Gattamelata. This 
ambitious project revived the free-standing bronze equestrian statue, 
a form of sculpture unknown since antiquity. Circumstances 
surrounding the Gattamelata commission are complicated. 51 The 
extraordinary scale and public setting of the monument indicate that 
it could not have been simply a private commission from the 
general's heirs. At the very least the work would have required 
planning permission from the Venetian Senate. Besides, Gattamelata 
left no specific instructions for such a public commemoration. 
Contemporary commentators apparently regarded the conception and 
responsibility of the statue to rest with the Venetian government. In 
the late 1440s, Ciriaco d'Ancona commented that the Venetian 
Senate, "decreed that this equestrian monument be made as a 
monument to his loyalty and virtue in the year of Our Lord 1447". 52 
Ciriaco was certainly close enough to well-informed Paduans not to 
make mistakes in regard to such matters. 53 Furthermore, in 1452 
Alfonso I of Naples wrote to Foscari in an attempt to recruit the 
sculptor. His requests reveal his assumption that Donatello was in 
the doge's employ. It has further been suggested that Donatello's 
presence in north Italy came about as a result of Cosimo's 
intervention. Cosimo and Gattamelata are known to have enjoyed 
49Janson (1963), p. 62. 
50Vespasiano da Bisticci (ed. 1963), pp. 213 - 234. 
51Janson (1963), pp. 151 - 161, gives a detailed analysis of the sources on this issue. 
See also Pope-Hennessy (1993), pp. 199 - 210. 
52Janson (1963), p. 153. 
53Concerning Ciriaco and his relations with the Veneto see Brown (1996), pp. 81 - 91. 
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close contact and the sculptor was certainly released from a Medici 
project at San Lorenzo in order to undertake the Paduan 
commission. 54 Moreover, the more general conclusions of the 
present study would favour suggestions that Donatello travelled to 
the Veneto as a result of Medici-Foscari relations. 
That the Venetian Senate might have thought to contact Cosimo 
concerning the monument is indicated by comparable, documented 
examples. For instance in 1443 Francesco Barbaro wrote to Cosimo 
appealing for funds towards the decoration of S. Andrea della Certosa 
in Venice. Although the outcome of Barbaro's petition is unknown, a 
second, similar request suggests that the Florentine might have 
reacted by dispatching artworks rather than finance. In 1437 the 
confraternity of Florentines in Venice similarly contacted Cosimo 
asking for money towards the building of their chapel at S. Maria dei 
Frari. 55 One year later Donatello completed his sculpture of St. John 
the Baptist for their altar (Pl. 46). Although the details of Donatello's 
recruitment on this occasion are unknown, Cosimo's involvement 
would not be out of keeping with his known intervention in artistic 
matters throughout his lifetime. 56 
The Tuscan Community in Venice 
Donatello's involvement with the confraternity of Florentines at 
Venice brings to light a second group of patrons in the Veneto who 
chose to employ Tuscan artists, namely Tuscan ex-patriots. 57 Such 
541n six surviving letters Gattamelata or his heirs asked Cosimo for help in various 
situations; their mode of address and requests demonstrate that Gattamelata was a 
close friend of the Medici. For these letters see Bennett & Wilkins (1984), p. 93. 
55For the two requests see Fraser Jenkins (1970). 
56There are many documented occasions on which Cosimo was approached for advice 
and assistance in artistic matters. For example, in 1438 Sigismondo Malatesta asked 
Cosimo for an artist to decorate the chapel of his palace. Again, in 1450, in response 
to a request from Lodovico Gonzaga, Cosimo sent the architect Luca Fancelli to 
Mantua. For further observations on Cosimo's "cultural policy", see Warnke (1993), 
pp. 45 - 58. 
57Another of Donatello's commissions during his Paduan sojourn was also the product 
of such Florentine ex-patriot patronage. According to Vasari (1568), ed. 1967, Testo 
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patrons conformed to general trends observed by Enrico Castelnuovo 
and Carlo Ginzburg. These scholars commented that patrons from 
foreign centres, 
delighted in commissioning works for their temporary 
office which would show their origin, their travels and 
their elevated social or cultural positions. The fruits of this 
zeal for patronage fell rather like a thunderbolt, outside any 
context and unrelated to local events or expectations. 58 
During the year-long exile of the Medici in Venice, the family 
residence there probably became a focal point for the activities of 
Florentines resident in the Veneto. This group is likely to have 
included employees of the Medici bank and other political exiles, as 
well as Florentine merchants and businessmen and members of both 
the regular and secular clergy. Networks of contact between Tuscans 
in Venetian society must already have existed but the presence of 
Cosimo apparently acted as an impetus to such patriotic bonds. In 
Venice it was customary for non-Venetians to form nationalist 
confraternities, or scuole, in order to provide social and spiritual 
welfare for one another. That of the Florentines, dedicated to St. John 
the Baptist, received official sanction from the Venetian government 
only in 1435, that is, shortly after the departure of the Medici exiles. 59 
This act was probably a diplomatic gesture designed to court 
Florentine favour. It might even have been a reciprocal measure, 
instigated in response to Florentine initiatives. Richard Trexler refers 
to a document of 1427 which records the official foundation of a cult 
dedicated to St. Mark at the Florentine church devoted to that saint. 
The record makes explicit that the Signoria's action was motivated by 
a desire to honour the patron saint of its new ally. 60 
III, pp. 201 - 226, Donatello produced a wooden statue of St. Sebastian for a convent 
whose chaplain was "a Florentine... a friend of nuns and of Donatello himself". 
58Castelnuovo & Ginzburg (1994), p. 93. 
59See Gramigna & Perissa (1981), p. 225; Mueller (1992), pp. 31-32. According to 
Mueller the confraternity is documented as early as 1409 but no meeting place or place 
of worship associated with it is mentioned at this time. 
60 The document of 7 August 1427 is referred to by Trexler (1978), esp. p. 152, n. 99. 
Trexler is unspecific regarding the nature of this cult, though one presumes it was 
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The legislation of the Council of Ten granted the Florentine 
brotherhood permission to meet and worship at an altar in SS. 
Giovanni e Paolo. Almost immediately following the ruling of 1435, 
however, the ninety seven members of the confraternity decided to 
found a new chapel and a communal tomb at the church of S. Maria 
dei Frari. A contract was drawn up between the confraternity officials 
and the Franciscan chapter detailing the construction of a chapel, "in 
pietra viva..., magnifica e bella..., et quella adornare e pingere et 
metervi le arme e insegne del comune di Fiorenza". 61 However, the 
insignia of Florence could not sufficiently express the distinct 
character of the Florentine community or reflect the proud traditions 
of its members. For these reasons the decoration of the chapel at the 
Frari was entrusted to Florentine artists enlisted through Florentine 
connections. The appeal to Cosimo in 1437 might have been inspired 
by Antonio Martelli, manager of the Medici bank at Venice and a 
member of the committee in charge of overseeing building work at 
the Frari. 62 As well as their purchase of a statue from Donatello the 
confraternity also commissioned paintings from another Florentine 
painter, Antonio da Firenze, as part of the decoration of their 
chapel. 63 
Another section of the Florentine community at Venice consisted of 
Florentine craftsmen who had achieved Venetian citizenship due to 
the length of their residence in the Lagoon. Perhaps the best 
documented example of such artisans is the Ubriachi family, a 
dynasty of ivory carvers who had been active in Venice for several 
decades. Although by the 1430s they had probably attained the same 
rights as native artists, they apparently maintained close contacts with 
their homeland through ties of kinship, and probably socialised with 
dedicated to St. Mark. The same writer even interprets the Magi pageants in Florence 
as a diplomatic measure designed to court Venetian favour. 
61Mueller (1992), p. 32. 
62For Antonio Martelli see de Roover (1963), pp. 240 - 53. 
63According to Martinelli Pedrocco (1981), p. 225, the scuola "aveva nella propria 
sede due quadri, opera di Antonio da Firenze, ora alle Gallerie dell'Accademia". For 
the two masters known by this title see Casadio (1989); Petrucci (1989b). However, 
neither Casadio nor Petrucci mention the commission of the Florentine scuola. 
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other Florentine ex-patriots. In 1431 Giuliano Davanzati, the 
Florentine ambassador to Venice, acted as arbitrator in measures to 
divide the bequest of Antonio Ubriachi between his three sons. On 
this occasion the actions of the Ubriarchi were probably influenced by 
ties of kinship rather than being of diplomatic import since one of 
Davanzati's kinsmen had married into another branch of the 
Ubriachi at Florence some decades earlier. 64 
Florentine exiles 
It has further been suggested that Palla Strozzi, in exile in Padua from 
1434 until his death in 1462, was responsible for bringing Florentine 
artists to Padua for his own enjoyment. Suggestions that Strozzi 
brought Filippo Lippi with him to the Veneto have long been 
discounted through documentary evidence. 65 However, similar 
assertions regarding the sculptor and architect Nicolb Baroncelli are 
more credible since Baroncelli was probably responsible for building 
the Strozzi house and offices at Padua. 66 Palla's son, Onofrio, also 
acted on behalf of Donatello regarding payments for the Gattamelata 
monument. This has led to the belief that the Strozzi clan were 
actively involved in bringing Donatello to Padua. 67 Alternatively, it 
is possible that Palla himself acted, in a more advisory role to the 
monument's patrons. 
However, despite Palla's apparently close relationship with the artists 
of his native Florence in the years before his exile, our knowledge of 
64For the Ubriachi see Trexler (1978); Mueller (1992). 
65The possibility that Filippo came to Padua with Palla Strozzi was favoured by 
Fiocco (1953-54); Lipton (1974), pp. 118 - 120. However, documents demonstrate that 
Filippo was present in Padua before Strozzi was exiled from Florence on November 9, 
1434. 
66The most extensive research regarding Palla Strozzi's artistic activity at Padua is 
that of Rocco. Fiocco (1953-54); idem. (1954); idem. (1964); idem. (1969 - 70). For 
Baroncelli's work at Padua see Lorenzoni (1961-62); Wolters (1976), I, pp. 94 - 95,271, 
Cat. nos. 223 - 226. 
67Janson (1963), pp. 151 - 61 quotes the payment details but raises doubts about 
Onofrio's part in bringing Donatello to Padua. His doubts are reinforced by Pope- 
Hennessy (1993), pp. 199 - 210. 
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his artistic projects at Padua is surprisingly limited. 68 Fiocco 
discovered evidence relating to the Strozzi family chapel and tomb at 
S. Maria di Betlemme but very little is known of its decoration or that 
of his house and business premises. At Padua Palla might have 
concentrated his energies almost exclusively upon his humanistic 
studies; he possessed a great library and was closely connected with 
university circles. 69 Despite this lack of documentation we cannot 
discount the possibility that, like other Tuscans in the Veneto, Palla 
appreciated the modern style of Florentine art and took measures to 
surround himself with it. 
The Regular Clergy 
Tuscan artists and their work also travelled to the Veneto through 
channels governed by the regular clergy. The strong ties which bound 
members of religious orders took almost no account of geography. 
Houses throughout Italy and Europe followed an identical rule and 
shared the same philosophy. Their international approach facilitated 
the transmission of artistic ideas and of artists themselves. Within 
the confines of their churches and monasteries, it was probably easier 
for the regular orders to disregard guild regulations or local customs 
and thus to assume greater independence in their choice of artists 
based upon inter-order directives and ideals. 
The earliest works of Fra Filippo Lippi are the product of such 
patronage networks. Fra Filippo Lippi is twice documented in Padua 
in 1434. On 1 July 1434 he is recorded at work in the Santo. 70 On 15 
October of the same year he was involved as artistic arbitrator in a 
dispute between Villano da Prato, chaplain at Padua cathedral, and 
Jacopo and Niccolö Mireto. On this occasion Filippo's fellow 
68For Palla Strozzi's Florentine patronage see Belle (1971); Davisson (1975); Sale 
(1978); Jones (1980); idem. -(1984); Christiansen (1982), p. 25ff.; Gregory (1987). 
69For Strozzi's extensive library see Ferrai (1887); Fanelli (1949); Fiocco (1964); Belle 
(1971). 
70For the document see Sartori (1976), I, pp. 702ff., n. 14. 
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arbitrator was Francesco Squarcione. 71 The length of Filippo's stay in 
Padua is difficult to ascertain precisely. He is last recorded in the 
Carmine at Florence in January 1432 and is not found there again 
until 1437.72 He might therefore have been at Padua for almost five 
years. However, Filippo is also thought to have spent an unknown 
period at Prato before travelling on to Padua, and this probably 
shortened his time at Padua quite considerably. 73 
Marcantonio Michiel's guide to Padua records Filippo's involvement 
in two Paduan projects; a fresco of the Coronation of the Virgin on a 
pier in the Santo74 and the decoration of the chapel of the Podesth of 
Padua. 75 No trace of Filippo's work on either project has survived. 
Filippo's most prestigious work in Padua was his decoration of the 
armadio delle reliquie at the Santo, recorded in the document of July 
1434.76 
71For the document see Zanocco (1936). It is notable that Filippo was probably acting 
on behalf of the patron, a fellow Tuscan, who had perhaps chosen the painter due to 
their common origins. See Boskovits (1977). 
721n January 1432 the Convent of the Carmine in Florence made an annual 
dispensation for Filippo's vestments. Since in the following January the same 
allowance is not given it can be presumed that Filippo was not at Florence at this 
time. For this documentation see Mendelsohn (1909), pp. 227 - 228. Filippo is next 
recorded at Florence in 1437 in connection with the Barbadori altarpiece for S. 
Spirito. For the document see Ruda (1993), p. 515, Doc. 4. 
73This possibility is supported by Boskovits (1986), who notes that the Florentine 
documents link Filippo to another brother, Giovanni di Tommaso. Giovanni became 
prior of the Carmelite house at Prato in the early 1430s. 
74 Michiel (1521 - 43), ed. 1884, p. 7. Rowlands (1983), pp. 18 - 22, finds Michiel's 
attribution to Filippo difficult to explain or accept. 
75Michiel (1521 - 43), ed. 1884, p. 76. 
76De Marchi (1996b). De Marchi provides the clearest notion of the original structure 
of the reliquary tabernacle and of Filippo's part in its decoration, speculating that 
two extant panels by the artist formed part of an ancona that was displayed inside 
the reliquary cabinet. The two panels, a Dead Christ between Two Angels in the 
Museo Cristiano at Ersztergom and a half length St. John the Evangelist in the 
Johnson Piaseka Collection, were possibly executed for the Arca del Santo as 
replacement panels to form part of damaged reliquary triptychs. Although De 
Marchi's suggestions are not conclusive he argues convincingly that the two panels 
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Despite these indications of Filippo's activity in the Veneto, none of 
the three recorded projects are thought to have been prestigious or 
rewarding enough to attract the painter from Florence. It is actually 
more likely that his visit to north Italy was inspired by his own sense 
of artistic curiosity. In fact, Filippo's artistic reputation was won 
through works commissioned for Carmelite houses. 77 Although his 
earliest oeuvre has been a point of some controversy, modern 
scholars agree that Filippo was responsible for at least three projects 
before 1434.78 His earliest work, the frescoes showing the 
Confirmation of the Carmelite Rule from the Carmine in Florence 
was commissioned by his fellow brothers as proof of the prestige and 
authenticity of their Order. The Trivulzio Madonna, must also have 
originated from a Carmelite church since it includes two saints 
venerated by that Order - S. Angelo di Licata and S. Alberto di Sicilia. 
The latter saint is also found in the Madonna and Saints with Angels 
at Empoli. Miklos Boskovits has tentatively connected this panel 
with Angelo Mazzinghi, prior of the Carmelite convent of the Selve, 
near Florence. Because of these early Carmelite associations, 
Boskovits concludes that Filippo's trip to Padua was the result of a 
commission from the Carmelite house there. S. Maria del Carmine in 
both originated from Padua and are compatible with Lippi's style of the early 1430s. 
For the reliquary cabinet see also Rowlands (1983), pp. 17 - 18. 
These three recorded projects were probably supplemented by a number of other 
smaller works. Art historians frequently attribute paintings to these years. Only 
three such suggestions merit mention here. Rowlands (1983), pp. 38 - 42, speculated 
that three panels, today divided between Turin and New York, once formed a 
triptych which Filippo executed for a client in the Veneto. Two hypothetical half 
length Madonna and Child compositions have also been reconstructed and attributed 
to Filippo's Paduan years based upon their subsequent influence in Padua. See Fiocco 
(1936); Rowlands (1983), pp. 33 - 38. 
77Christiansen (1985), was the first to note the Carmelite iconography of these three 
early works. Boskovits (1986) gave further attention to Lippi's early Carmelite 
associations. Rowlands (1983), pp. 53 - 54, also mentioned the probability that Lippi 
worked within Carmelite circles. 
78There is an extensive literature concerning the early style of Filippo Lippi. The 
major contributions are those of Shell (1961); Ruda (1977); ibid. (1993); Ames-Lewis 
(1979); Rowlands (1983); Christiansen (1985); Boskovits (1986); De Marchi (1996b). 
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Padua, to be consecrated in 1446, must have been nearing completion 
at the time of Filippo's visit. Filippo was possibly employed to 
contribute to the final decoration of the convent prior to its official 
opening, though few details are known of the projects that he may 
have been involved with there. 
The Venetian works of Andrea di Bartolo have similarly been linked 
to circles of the regular clergy. Gaudenz Freuler has convincingly 
argued that the artist's early contacts with Dominican and Franciscan 
circles in his native Siena led to several commissions for Sienese 
Dominicans and Franciscans at Venice later in his career. 79 That 
Andrea did execute at least two paintings for Venetian churches is 
beyond question. The earliest guide books to Venice specifically refer 
to a signed Nativity by the artist in the monastery of San Michele in 
Isola, Murano, now lost. 80 A second work by Andrea, the Murano 
pentaptych, came from the Church of Corpus Domini in Venice (P1. 
47). 81 This altarpiece can be closely associated with paintings described 
in the letters and sermons of Tommaso Caffarini, a leading Sienese 
Dominican in Venice. The iconography of the altarpiece further 
suggests that it might originally have formed part of a relic chapel at 
Corpus Domini. It is most likely that both of these works can be 
associated with the late Trecento and with the patronage of Caffarini 
and other Sienese Dominicans in Venice. 82 Similar Sienese 
connections probably also explain Andrea's other certain work in the 
Veneto, the frescoes in S. Francesco, Treviso. Freuler links this work 
79Freuler (1987). 
80For this work see, Sansovino (1581), ed. 1663, p. 235; Boschini (1664), p. 524; Zanetti 
(1771), p. 444. 
81An early nineteenth-century painted label on the back of the altarpiece confirms 
its provenance. See Freuler (1987), p. 573. Gilbert (1983), was unaware of this label 
and presumed the pentaptych should be associated with S. Michele in Isola. For the 
history of the pentaptych see Moschini Marconi (1955), pp. 177 - 178. 
82Freuler (1987), p. 370, discusses a third possible commission from this early period. 
The Assumption (Richmond, Virginia Museum of Fine Arts) might also be associated 
with S. Michele at Murano. Gilbert (1983) added two other works to Andrea's early 
Venetian oeuvre. He suggested that the Madonna and Child and the Crucifixion, 
both in the National Gallery of Art in Washington, once functioned as cell paintings 
for the nuns of Corpus Domini in Venice. 
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with Fra Scolaio di Ser Lodovico, a Sienese friar and head of the 
Inquisition at Treviso and Venice. Since Scolaio is known to have 
had contact with Andrea's work earlier in his career, the Treviso 
frescoes were possibly made at his request. 83 The mature style of the 
Treviso frescoes reveals that Andrea was present in the Veneto in the 
final years of his life, sometime in the period 1424-1428.84 
Freuler's study also proposes that Andrea's Sienese training was a key 
factor in generating demand for the artist outside Tuscany. He argues 
that particular elements of Sienese iconography and style were 
essential requirements of some of Andrea's north Italian 
commissions. In the case of the Murano pentaptych for example, the 
associations of the altarpiece with the imagery of Caffarini's sermons 
and with the relics of saints of special importance to Siena, meant 
that the Sienese qualities of the work were particularly important to 
its patrons. 85 Though their reasoning was subtly different, the Sienese 
83Scolaio's early years were spent at S. Francesco in Montalcino where, between 1380 
and 1388 Andrea, together with his father, Bartolo di Fredi, had executed four 
altarpieces. See Freuler (1987). The works that might be connected with the circles of 
Scolaio are the St. Francis and Coronation frescoes at Treviso and the altarpiece for 
S. Angelo in Vado. 
84Two further works, which are possibly the result of Venetian commissions, can also 
be associated with this late period. Andrea's altarpiece for S. Angelo in Vado; near 
Urbino also dates from this late period in the Veneto. The iconography of the 
Coronation of the Virgin at the Ca'd'Oro and of the four half length saints in 
Nebraska suggests that the two works were painted for a Venetian audience. The Ca' 
d'Oro Coronation shows Christ as the Rex coelestis, a type most commonly found in 
northern Italy but extremely rare in Tuscany. See Echolls (1976), p. 76 ff. The four 
saints are Sts. Bartholomew, Paul, John the Evangelist and Mark. The strong 
Dominican connections of Andrea di Bartolo make the provenance of these panels 
from SS. Giovanni e Paolo quite possible. Freuler has even suggested that the four 
saints originally formed part of an altarpiece in SS. Giovanni e Paolo. Caffarini was 
prior of SS. Giovanni e Paolo from 1409 until 1411. 
85Freuler (1987), p. 577, comments, "A painting positioned near the relics, by the very 
nature of its proximity, testified to the authenticity of the saint's remains. In this 
case, it would have been appropriate for a Sienese painter such as Andrea di Bartolo 
to receive the commission, since he was among the last generation of artists to have 
known the much beloved Sienese nun [i. e. St. Catherine of Siena]". 
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Dominicans required visible reminders of their distinct origins just as 
the Florentine community at Venice wanted Florentine artists to 
decorate its chapel. 
Markets for Tuscan Art in the Veneto 
Having established by which routes and for what reasons Tuscan 
artists arrived in the Veneto, it is necessary to assess which markets 
were open to these artists and what opportunities existed for them to 
make a living away from their native cities. By so doing, distinct 
differences can be observed between Venice and the rest of the 
Veneto and between the practices of painters and sculptors. 
In Venice itself painters and sculptors apparently found it difficult to 
enter the competitive market place. Andrea del Castagno received 
two commissions both closely connected to Foscari patrons. Andrea 
di Bartolo similarly worked within Dominican circles. Paolo Uccello 
remained strictly in the employ of the opera at San Marco as did 
Niccolb Lamberti. Later generations of sculptors entered into different 
markets but with only limited success. Pietro Lamberti and Giovanni 
di Martino da Fiesole completed a ducal tomb but were forced to look 
elsewhere to repeat their success in this genre. Significantly we know 
of no certain commissions from private families in Venice by any 
Tuscan artist in this period. 86 
86Besides working at San Marco and the Palazzo Ducale, Tuscan sculptors were 
probably responsible for other works in Venice, although significantly, none of these 
can be attributed to Tuscan masters with any certainty. Most of these projects, for 
which see Schulz (1986), p. 12, were commissioned by the authorities of parish or 
conventual churches rather than by private individuals. In fact the only private 
commission attributed to a Tuscan master is the lunette of the Cornaro chapel at the 
Frari. It is notable that work at the Ca' d'Oro, the best documented private building 
to be erected during this period, was undertaken largely by native and Lombard 
masters without the aid of Tuscans. Only in 1435 was Pietro Lamberti employed in 
the manufacture of chimney hoods for the palace. For the Ca' d'Oro see, Connell 
(1976), pp. 9- 11; Wolters (1976), I, pp. 235 - 36. 
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There may be a number of explanations for this apparent market 
restriction. In part it might have been due to the natural 
conservatism of Venetian patrons. The clearly defined class structure 
of Venetian society tended to restrict actions of individual expression 
and instead defined individuals in terms of the larger body to which 
they belonged. 87 Martin Warnke's contrasting characterisations of city 
and court patrons applies particularly to Venetian society. As Warnke 
comments, 
The desire to achieve something great was stifled by the 
limited vision 'of the city public.... Civic patrons and courtly 
patrons were guided by different ambitions; the former 
were anxious not to go beyond existing traditions and 
bounds of propriety, while the latter, always felt obliged to 
come up with something new and outstanding. The cities 
tended to demand conformity in keeping with the artist's 
station, while the courts looked for discriminating 
originality. In the cities the content was more important 
than aesthetic criteria, whereas the courts tended to set less 
store by conventional content than by new and exclusive 
forms. 88 
Alternatively this reluctance to commission foreign artists may have 
been due to strict guild regulations which legislated against foreign 
competition. In Venice itself it is notable that Tuscan artists worked 
for precisely those sections of society which might have been best able 
to flout guild regulations, namely the doge and the closed circles of 
the regular clergy. f 
However, contrasting circumstances existed throughout the 
terraferma. For example, in Padua, though Tuscan artists were again 
recruited for public projects - the Gattamelata monument, the chapel 
of the Podestä - they also competed successfully for a variety of other 
commissions. Pietro Lamberti created tombs for the celebrated 
87For a discussion of consensus in Venetian society see Tafuri (1989), esp. Ch. 1; Brown 
(1987), esp, n. 12. 
88Warnke (1993), p. 61. 
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university professors, Marino Zabarella and Raffaello Fulgosio, 89 
Uccello decorated the palace of the Vitaliani family and Donatello, 
the goldsmith Giuliano da Firenze and Filippo Lippi, all worked for 
the Franciscans at the Santo. 90 It is likely that Filippo also painted a 
number of half-length Madonna and Child images, whose formats 
suggest that they were created as devotional works for private 
individuals. 91 Furthermore members of the secular church were also 
free to employ foreign artists; Giuliano da Firenze and Giovanni di 
Bartolommeo da Firenze both worked for the authorities of Padua 
cathedral. 92 Even more pronounced is the domination enjoyed by 
Tuscan sculptors and stonemasons within the flourishing Veronese 
markets for private memorials. The Pellegrini and Sarego chapels at 
Sant'Anastasio and the Brenzoni monument at San Fermo were all 
the work of Tuscan sculptors. 93 Susan Connell has noted this 
discrepancy between the actions of Venetian patrons and their 
terraferma counterparts from the 1420s onwards. She recognises that 
until around 1460, Bartolomeo Bon maintained his position as the 
leading sculptor at Venice and received more important Venetian 
commissions in this period than any foreign mason despite the 
success of Tuscan sculptors on the mainland 94 
89For the Zabarella tomb see Schulz (1986), pp. 29,30, Cat. 5. For the Fulgosio tomb 
see Wolters (1976), I, Cat. 172; Schulz (1986), pp. 24 - 29, Cat. 4; Carrington (1996), pp. 
298-306. 
For Giuliano da Firenze see Montobbio (1970-71). 
91The hypothetical Madonna and Child compositions are reconstructed by Fiocco 
(1936) and Rowlands (1983), pp. 30 - 38, based upon their subsequent influence upon 
painters in Padua. 
For Giovanni di Bartolommeo da Firenze, see Montobbio (1969 - 1970). 
93For the works at Sant'Anastasio and San Fermo see respectively Wolters (1976), I, 
pp. 265 - 66, Cats. 192,220; Aliberti Gaudioso (1996), pp. 82 - 84,74 - 78,40 - 45, with 
preceding bibliography. 
94Connell (1976), p. 124. Schulz (1978), interprets the situation in a slightly different 
way. According to Schulz the supremacy of Tuscan sculptors was not limited to the 
mainland. Although she agrees that they came to monopolise mainland markets 
which had previously belonged to native craftsmen, she also notes a lull in the 
prestige of the Bon shop at Venice during the 1420s and 30s. These conditions were 
brought about by a sudden lack of native talent in Venice following the death of 
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The freedom enjoyed by Tuscan sculptors within the terraferma was 
not shared by Tuscan painters. Curiously, the painterly additions 
which accompanied sculptural monuments on the mainland - 
polychromy and fresco decoration - were always provided by 
indigenous masters. Indeed the circumstances under which painters 
and sculptors worked in the Veneto differed markedly and we are 
bound to enquire why this was the case. Anne Markham Schulz 
noted a decline in the number of talented Venetian sculptors in the 
early decades of the century and that this probably did contribute to 
their temporary inability to meet demand. Alternatively guild 
regulations might have created different working conditions for 
painters and sculptors. It is important to remember that sculptors 
were members of a different guild to their painter brothers; the Arte 
dei Tagliapietra were apparently less stringent in regard to the 
practises of foreign artists than the Arte dei Depentori. 95 The 
legislation of the sculptors' guild might even have been passed in 
order to compensate for the lack of indigenous talent detected by 
Schulz and Connell. In contrast, painters' guilds at Padua and Venice 
pressed for more power to protect native production on a number of 
occasions over this period 96 
Pierpaolo dalle Masegna in 1403 and the decline in quality of the work of Giovanni 
Bon. Not until the rise of Bartolomeo Bon did prestigious commissions such as the 
construction and decoration of the Porta della Carta return to native masters. 
However, Schulz's comments do not contradict the findings of the present study which 
indicate that only very limited markets were open to Tuscans in Venice. 
95Connell (1976), p. 228 comments that there are many records of stonemasons, native 
and foreign, who worked in Venice without joining the guild. In contrast Bono da 
Ferrara was forced to leave Padua in 1451 for working in that city without having 
registering with the relevant guild. See Shaw (1994), p. 162, Doc. 22. 
96he most enlightening examination of the statutes of the painters' guild in Venice 
is that of Muraro (1961). Muraro comments that "Although Venetian legislation was 
substantially unified and stationary, it was at times able to adjust itself to 
circumstances with great elasticity, but ready, as soon as necessary, to return to the 
most rigid respect for old traditions". He further quotes a fourteenth-century 
regulation, reinforced in 1436, which legislated against the practice of transient 
foreign artists in Venice. This act might have signalled a return to normal practice 
following the completion of civic projects which required the skills of foreign 
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Conclusion 
From this brief survey it is apparent that, before mid-century, Tuscan 
artists did not journey to the Veneto to satisfy Venetian yearnings for 
the Tuscan style. The Venetians were little concerned with Tuscan 
artistic developments towards naturalism or classicism for their own 
sake. Rather, the Venetians recruited Tuscans because of their 
particular skills - mosaic work, expertise in working stone, fresco 
painting - which, for a variety of reasons, could not be sufficiently 
provided by native masters. At the same time the employment of 
Tuscan artists formed one aspect of diplomatic communication 
between the Florentine and Venetian republics; the majority of 
Tuscan craftsmen were employed on state funded projects. In this 
respect it should further be noted that, in military as well as cultural 
affairs, the Venetian authorities seem to have responded passively 
and without great enthusiasm to Florentine initiatives. Certainly, 
following the rise to power of Cosimo de'Medici, Florence began to 
pursue what has been described as a "cultural policy". 97 The aim of 
employing Tuscan artists was not to bring about an artistic revolution 
but rather to court Medici favour. These conclusions confirm, for our 
period at least, the suspicions of Muraro that, foreigners working in 
Venice were, "always the exception that can be explained from 
century to century and time to time on the basis of the particular 
economic and historical situation of a given moment". 9 8 
Occasionally, considerations of style were more important, yet these 
were the preoccupations of Tuscans resident in the Veneto who 
required the art of their homeland for specific symbolic or 
iconographic purposes. 
masters. The slightly different interpretation of the 1436 document given by Hartt & 
Corti (1966), does not contradict the fact that the act was designed to curtail the 
activities of non-resident foreign craftsmen. Other examples of the painters' guild 
acting against non-members in 1440 and 1441, are respectively given by Landau & 
Parshall (1994), p. 8; Marian Canova (1970). 
97Wamke (1993), pp. 45 - 59. 
98Muraro (1961), p. 269. 
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The channels which facilitated the conveyance of Tuscan artists to the 
Veneto and the markets which were open to them further indicate 
the restricted audience for Tuscan art in north Italy. In Venice in 
particular, private individuals did not respond to Tuscan artistic 
innovations with any great enthusiasm. Tuscan painters were 
apparently not recruited to the projects of private individuals in 
Venice during this period. Moreover, although our knowledge of the 
activities of Tuscan sculptors in Venice is hampered by problems of 
attribution, we known of no certain example of a Tuscan sculptor 
winning a private commission before mid-century. This might be 
attributed to a lack of appreciation of their style, to conservative 
attitudes, to the pressure to conform amongst the patriciate, or to 
strict guild regulations which legislated against foreign competition. 
Given such observations it is legitimate to enquire whether the 
Florentine Renaissance style in fact made any impression on, or 
found any adherents amongst, Venetian society before mid-century. 
In this regard it might be noted that most Tuscan craftsmen working 
in the Veneto were practitioners of a developed late-Gothic style 
rather than a truly Renaissance one. In fact, several of the masters 
included here were the pupils of Ghiberti - Paolo Uccello, Giuliano da 
Firenze, Michelozzo, Michele da Firenze, perhaps the Mascoli Master 
- or were his contemporaries such as Niccolb Lamberti. 99 The Veneto 
had to wait for the arrival of Donatello and his shop in Padua and 
Andrea del Castagno in Venice before the truly modern style was 
locally available. The example of these two masters took effect in the 
late 1440s in the work of Mantegna and his followers. However, the 
earlier wave of Tuscan artists were able to contribute something new 
to Venetian tradition. Schulz characterises their contribution most 
succinctly. She recognises what she refers to as "the new idiom of the 
International Style", distinct from the timid Gothic of the early 
"The early exception to this rule was Nanni di Fra Bartolo, whom Wolters (1976), I, 
pp. 90 - 93, characterises as a follower of Donatello and of antiquity. Schulz (1986), p. 
46, agrees with this characterisation of Rosso's style but she also notes the limits of 
his impact in the Veneto. 
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Quattrocento. 10° Wolfgang Wolters noted this revived yet distinct 
style in the architecture and decoration of the Palazzo Ducale and San 
Marco; his characterisation of this aesthetic as the "stile veneziano 
per eccellenza" seems most in keeping with fifteenth-century 
Venetian opinion. 101 The people who commissioned and created this 
type of art could not have perceived or labelled it as 'late-Gothic', 
'early Renaissance', 'transitional' or even as the "rinascimento 
umbratile" as identified by Longhi. 102 This style, which probably 
became visible throughout the Veneto with the arrival of large 
numbers of Tuscan stonemasons from the 1420s, brought about a 
revival of an advanced form of Gothic art amongst native masters. 
The Vivarini partners were the leading exponents of this stile 
veneziano in painting throughout the 1440s; Giovanni d'Alemagna 
had probably already translated these sculptural examples into paint 
by the early-mid 1430s. In fact the developments in Venetian painting 
tradition represented by the Vivarini workshop can be most easily 
explained by the influence of the first wave of Tuscan sculptors who 
practised the stile veneziano rather than that of Florentine 
100Schulz (1978), p. 66. Further, Schulz (1986), p. 46, recognises that, although 
certain stylistic elements of the Tuscans became less Gothic, they were not, by 
consequence, more Renaissance. 
101Wolters (1976), I, p. 88. Wolters' observations are worth quoting at some length 
since he identifies the positive political motivations behind the new style, as 
suggested by the present study. In relation to the Palazzo Ducale, Wolters surmises, 
"La decisione di continuare la costruzione nelle forme trecentesche ebbe notevoli 
conseguenze per l'architettura veneziana. La legittimazione 'ufficiale' di uno stile 
creato oltre settant'anni prima, e allora 'superato', ne fece lo stile veneziano per 
eccellenza, the vienne poi imitato in numerosi palazzi privati, come quello del doge 
Francesco Foscari sul Canal Grande. Ciö the veniva imitato era perö solo il 
caratteristico lavoro a traforo, non 'l'inimitabile' facciata del palazzo. Qui, come 
quasi sempre quando 1'arte veneziana sembra rimasta indietro nel tempo, questo 
ritardo risale a decisioni o ambizioni politiche dei rappresentanti dello stato. Aveva 
avuto un ruolo corrispondente 1'idea della 'renovatio imperii christiani' nel Duecento 
per I'arte veneziana ed in specie per la decorazione di San Marco. Si potrebbe dire the 




Renaissance painters. Very rarely did the partners copy or even adapt 
the models of Tuscan painters for their own purposes and they did 
not adopt an antique idiom. The innovations of the Vivarini shop - 
the creation of free-standing three dimensional forms in convincing 
space - could most easily have been developed from observations 
after sculptural models. This point can be illustrated most succinctly 
by noting the similarities between the preparatory sketch for a 
sculpture of St. Stephen (P1.48), attributed to a member of Ghiberti's 
shop around 1425, and the protagonists of the lower register of the St. 
Jerome altarpiece of 1441 by the Vivarini partners. l03 In both works 
the painted figure is conceived as a sculptural form standing upon a 
plain geometric plinth and enclosed within a shallow niche. The 
availability of sketches of this type in the Veneto and the prestigious 
nature of the commissions with which they were associated, 
encouraged a widespread interest in these issues amongst the 
Venetian artistic community. For example, the four standing saints 
by Jacopo Bellini (P1.49) or the fresco figures flanking the Sarego 
monument in Verona by Michele Giambono (PI. 50) demonstrate 
preoccupations similar to those of the Vivarini partners. 104 An 
investigation into the patrons of the Vivarini shop should bring into 
even sharper focus the tastes and concerns of a cross-section of the 
Venetian public. 
103For the Louvre drawing see Krautheimer (1970), pp. 97 - 99, n. 19. 
104For the influence of Tuscan sculptors on these two painters see Franco (1996). 
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Section III. The Patrons of the Vivarini Shop 
Chapter 4 
Foundations. Giovanni d'Alemagna and the 1430s 
Introduction 
Only three recorded projects can be linked to the work of Giovanni 
d'Alemagna prior to the formation of the partnership in c. 1440. The 
pre-history of Giovanni outlined here is by no means certain as none 
of the three commissions discussed refer to our painter beyond doubt. 
The first project, the polychromy of the Raffaello Fulgosio tomb 
monument (1432), was the work of Giovanni di Niccolb d'Alemagna. 
The final two, the decoration of the Cornaro palace in Venice (c. 1432) 
and of the episcopal palace in Padua (1437), were carried out by 
Giovanni da Ulma. These two artists are commonly identified with 
the later partner of Antonio Vivarini. The findings of this study 
provide further evidence that this is the case. On all three occasions 
Giovanni worked for patrons who can be closely connected both with 
one another and with those individuals who sponsored the Vivarini 
partners throughout the 1440s. One patron of this period in 
particular, Pietro Donato, appears to have had a guiding influence 
over the fortunes of Giovanni until the end of the artist's life. 
Besides illustrating the circles within which Giovanni found 
employment prior to his partnership with Antonio, a study of these 
formative years also provides clues concerning the style of his earliest 
works. Unfortunately all three known projects are lost. However, 
with the aid of extant descriptions and comparisons with 
contemporary works, particularly those belonging to his own patrons, 
it is possible to draw some general conclusions concerning his earliest 
manner. It may even be possible to tentatively reconstruct the 
schemes of these early decorative cycles. Moreover, the nature of all 
three patrons and of their taste in art reveal Giovanni to have 
become a prestigious artist of the first rank before joining forces with 
his younger associate. This in turn might tell us something of his role 
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in the joint workshop throughout the 1440s and of his association 
with Antonio - of whom we know nothing before 1440. 
The Raffaello Fulgosio Tomb Monument - Sant'Antonio, Padua 
(1432) 
Giovanni's earliest recorded work was the polychromy of the tomb of 
Raffaello Fulgosio in the Santo (Pl. 51). 1 Fulgosio was a professor of 
law at the University of Padua from 1409 until his death in 1427. Over 
this period he also frequently served as judge, arbiter and law 
counsellor for the commune of Padua and, on occasion advised the 
Venetian Senate on public affairs. These activities certainly made 
him a respected and well connected member of Paduan society. His 
standing is reflected by the magnificence of his tomb which bears the 
inscription, "... No one gave better counsel. And he distinguished 
himself teaching imperial law and the law of the popes. He was 
illustrious in his eloquence... -. 2 The tomb itself was built following 
the instructions of Fulgosio's widow, Giovanna de' Beccaria. 
Fulgosio's will stipulated that the tomb should be onorabilis but that 
it should be made lower than the altar table. 3 Beccaria apparently did 
not share the modesty of her late husband and she commissioned an 
ambitious double sided monument for a prestigious site in the Santo. 
The original contract of 5 March 1429 was made between Giovanna 
de' Beccaria and Pietro Lamberti. A second sculptor, Giovanni di 
Bartolomeo da Firenze, 4 was also involved in the project, probably as 
Pietro's assistant; he appears as a witness to payments made by 
Giovanna on two occasions and is named as proxy for Pietro Lamberti 
in connection with the Fulgosio tomb when Pietro left Padua for 
1For the biography of Fulgosio see Carrington (1996), pp. 298 - 306. For further on the 
tomb itself see Wolters (1976), I, Cat. 172; Schulz (1986), esp. pp. 24 - 29, Cat. 4. 
2Carrington (1996), p. 302. 
3Fulgosio's will, dated 11 September 1427, is partially transcribed by Carrington 
(1996), p. 299. 
4Giovanni di Bartolomeo, called Nani, also associated with other patrons of 
Giovanni, see Montobbio (1969 - 1970), and below. 
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Verona in the autumn of 1430.5 Finally Giovanni di Niccolö 
d'Alemagna was employed on 15 January 1431, "to paint the tomb 
with blue and other fine colours and gild it according to the drawing 
given... for fifty gold ducats". 6 He was to finish the work by the 
following May. Thus, Giovanni's earliest recorded commission came 
from an ambitious and socially prestigious individual connected with 
the Paduan studio, and placed him in direct association with a circle 
of fashionable Florentine sculptors. 
The Decoration of the Chapel of S. Massimo - Episcopal Palace, Padua 
(1437) 
Pietro Donato, bishop of Padua from 1428 until his death in 1447, has 
been associated with Giovanni d'Alemagna since the discovery of the 
contract for the decoration of the bishop's private chapel by Erice 
Rigoni in 1937.7 However, the title given to Giovanni in this 
document, Giovanni da Ulma, was not used to address our artist on 
any other known occasion. Rigoni's hypothesis that the two titles 
referred to a single artist, the partner of Antonio Vivarini from 1441, 
has been tentatively accepted by most subsequent commentators but 
the issue is still open to debate. A more extensive survey of the life of 
Pietro Donato allows new light to be shed on this question and also 
illuminates the artistic trends of 1430s Padua which helped to form 
the Vivarini shop style. Moreover Pietro Donato can now be 
identified as both a key figure in the success of the Vivarini shop in 
the 1440s and as one of the leading cultural figures of his age in north 
Italy. 8 
SFor the documents see Carrington (1996), pp. 303 - 306. The two payments were made 
on 11 June 1429 and 1 February 1430. The document in which Giovanni di Bartolomeo 
became legal proxy for Pietro is dated 11 October 1430. 
6''Ihe contract is given in full by Lazzarini (1923). Translated excerpts are given by 
Carrington (1996), p. 306. 
7Rigoni (1937-38). 
8There are several biographies of Pietro Donato (or Dona) though none give 
particular emphasis to his artistic patronage. Degli Agostini (1754), II, pp. 135 - 156; 
Dondi Orologio (1817), pp. 22 - 41; Anecchini (1900); Gamba, A. - Pietro Donato 
vescovo e letterato del secolo XV (tesi di laurea, under R. Cessi, Faculty of Letters and 
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Pietro Donato became part of an influential circle of Italian scholars 
and clergymen from an early age. He received his eight year 
education at the Paduan studio where he graduated in arts and in law 
in 1418.9 His closest associates at this time were his tutors in arts - 
Gasparino Barzizza - and in law - Zaccaria Trevisan - and his fellow 
student, Francesco Barbaro. He was already in the habit of exchanging 
antique texts within this circle, a practice that was to increase over the 
course of his life. 10 At Donato's graduation Barzizza gave an oration 
in his honour and his promoters were Biagio Pellacani and Paolo 
Veneto. On the same day he also addressed an assembly chaired by 
Raffaello Fulgosio and Prosdocimo Conti. Donato must have been on 
good terms with Fulgosio who taught law at the studio during 
Pietro's years as a student. Donato himself gave an oration in honour 
of Francesco Zabarella in 1418. During his early period in Padua, 
therefore, Donato was closely involved in the leading circles of 
university life, a circle which included some other notable patrons of 
the Vivarini shop. On the occasion of his return to Padua as bishop in 
1428 his old friendships were re-established. 
Following his Paduan education, Donato pursued a prestigious 
ecclesiastical career, during which he held numerous important 
offices and travelled widely in the service of the Roman Curia. His 
diplomatic offices, prior to his appointment as bishop of Padua, took 
him to Rome, Siena, Perugia and possibly Crete. His experiences 
brought him into contact with a much wider circle of ecclesiastics and 
humanists and no doubt served to further his education and enlarge 
his library. It is in these years that his wealth and power became 
Philosophy, University of Padua, 1932-33). With regard to this last text, it should be 
noted that the copy held by the University of Padua was destroyed by flooding some 
years ago. Other important works for the life of Pietro are Sambin (1959); Stellin 
(1973); King (1986), pp. 370 - 372; Menniti Ippolito (1991). 
9He graduated twice on 19 October 1418. See Zonta & Brotto (1970), II, p. 133, n. 489; 
p. 134, n. 490. 
1OIn 1408 Gasparino Barzizza requested to borrow his copy of Quintilian; 1412 he 
obtained a copy of Catullus which was successively passed to Francesco Barbaro; in 
1415 he obtained a copy of Nonius Marcellus (a fourth-century Latin grammarian) 
from a manuscript which Barbaro had sent to Barzizza. 
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extensive enough to allow the realisation of his earliest known 
artistic projects. Whilst serving as Papal Governor in Perugia in the 
late 1420s Donato began to attend to matters of urban renewal, taking 
measures to enlarge the cathedral and also initiating the restoration 
of city walls and streets. 11 
Donato's attention to such architectural matters in these years 
continued apace following his appointment as bishop of Padua in 
1428, a post he was to hold until the end of his life. According to the 
archive research of Rizieri Zanocco, Donato involved himself with 
the extension of the episcopal palace almost immediately after taking 
office in Padua. His name has been linked to the construction of new 
wings to the south and east of the palace which once carried the 
Donato stemma and an inscription bearing the date 1428.12 This 
project almost certainly involved the stonemason Giovanni di 
Bartolomeo da Firenze, known as Nani, who was closely involved 
with the bishop's household and circle in this period. The same 
sculptor has already been mentioned in his capacity as assistant to 
Pietro Lamberti for the Fulgosio Monument in 1429-31. In the years 
which followed he became a regular member of cathedral working 
parties. 13 In 1430 he can already be found among documents relating 
to the construction of a balcony for the palace. 14 Again, in 1434 he was 
employed by the bishop to construct steps in the cathedral cemetery. 
Other such minor works for the cathedral are recorded throughout 
the late 30s and early 40s. With time Donato entrusted to the mason 
the execution of more ambitious projects. The only one by which we 
might be able to assess Nani's stylistic capabilities is the font of the 
111'ellini (1664), P. II, Lib. XII, p. 295 - 296. 
12Zanocco (1928). 
13Giovanni di Bartolomeo da Firenze, called Nani, began his activity in north Italy 
at Venice; in the document of February 1429 he is recorded as being "habitatore 
Venetiarum in contrata Sancti Nicolai". He was probably one of the many Tuscan 
sculptors who participated in the decoration of the Palazzo Ducale at this time. By 
June 1429, due to his role in the Fulgosio Monument, he had moved to Padua. 
Documents testify to his activity there until 1478. The most thorough assessment of 
Nani's life and work, including documentation, is that of Montobbio (1969 - 70). 
14The document recording this commission, dated 8 November 1430, is published in 
Sartori (1959), pp. 138 - 39, Doc. 1. 
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baptistery of Padua for which he was paid in 1443 and 1444 (P1.52). 
Other significant but as yet unidentified commissions are recorded by 
two payments, each of seven hundred and seventy five lire, made to 
him in 1446 and 1448.15 These payments might have been connected 
with the extension of the episcopal palace. 16 The other patrons of 
Nani in this period were typically university or communal officials 
who moved in circles close to those of Fulgosio and Donato. 17 In 
addition, in common with many artists of this period, Nani 
frequently served the Santo authorities playing a part in the 
embellishment of this prestigious pilgrimage site. 
A second artist, the goldsmith Giuliano da Firenze, was even closer to 
Donato's household in these years. Sartori identified this artist as 
Giuliano da Poggibonsi, called 'Il Facchino', a pupil and collaborator 
of Ghiberti who had assisted his master on the second doors of the 
Florentine baptistery and statues for the duomo. He is first recorded 
in Padua in 1430, living in the district of Ponte dei Tadi and renting a 
workshop in Piazza dei Signori. His most prestigious work there was 
undoubtedly the reliquary casket of the tongue of St. Anthony for the 
Santo on which he worked between 1433 and 1436. In the same period 
he received numerous payments from the cathedral authorities in 
connection with various projects. In particular in 1433 he received 
advance payments for a Sacrament tabernacle to be made specifically 
at the request of Donato himself. Luigi Montobbio, the only scholar to 
have reviewed the rather confusing series of payments, concluded 
that the tabernacle project was hijacked and enlarged by the Paduan 
commune in 1434 at which point Giuliano's part in its execution was 
reallocated to Pietro da Parma. 18 It is notable that these measures took 
place whilst Donato was absent from Padua at the Council of Basel. 
15The first payment was made by Jacobus Corearius, "sindaco procuratore e fattore" of 
Pietro Donato, on 17 August 1446; the second was paid to the sculptor in 1448 after the 
death of Donato. See Sambin (1959), p. 68, n. 48; Montobbio (1969 - 70), p. 232. 
16Portenari (1623), Lib IX, Cap. IV, p. 382, recorded that the palace; "fu ristaurato & 
adornato grandemente nell'anno 1447 da Pietro Donato Vescovo della Citta". 
17For details see Montobbio (1969 - 70). As with virtually all other artists and 
craftsmen of the period, Nani was also employed at the Santo. His works there were 
small and were those of a stonemason rather than a sculptor. 
18Montobbio (1970-71). 
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Upon his return the bishop again sponsored the Florentine 
goldsmith with the purchase of a silver casket from him for eleven 
ducats. Donato's marked preference for the work of Giuliano was 
apparently not shared either by the Commune officials who 
employed Pietro da Parma, or by other members of the cathedral 
chapter; payments to Giuliano indicate that between 1434 and 1437, 
precisely the years in which Donato was absent from his diocese, 
Giuliano produced no work for the cathedral. It is even possible that 
Giuliano assumed a more official role in Donato's household since 
he assumed financial responsibilities in two other of Donato's 
commissions. In 1430, when Nani was employed to construct the 
balcony for the episcopal palace, Giuliano acted as guarantor of 
money paid to the stonemason. 19 Again, in the contract for the 
decoration of the bishop's chapel of 1437, a "maistro Zulian orese" 
acted as guarantor to money paid to Giovanni da Ulma and also as 
arbitrator regarding the quality of the painter's work there. 20 
Of all the experiences of Donato in the service of the church, none 
had a greater or more lasting effect upon him than his period as 
president of the Council of Basel. 21 Donato joined the Council on 18 
October 1433. In December of that year he received papal 
authorisation to preside over the Council, together with Giovanni 
Berardi, 22 archbishop of Genoa, and Lodovico Barbo, 23 abbot of S. 
Giustina in Padua. The bishop left Basel in March 1436 in the 
company of Bishop Berardi and Cardinal Albergati. 
19For the document see Sartori (1959), Doc. 1, p. 138 - 139, discussed by Montobbio 
(1970-71). Montobbio was apparently unaware of this document at the time of the 
publication of his article concerning Nani of 1969-70. At this time he was unsure of 
the date of the balcony project. 
20Rigoni (1937-38). 
21The most useful summary of events at Basel from a Venetian perspective is that of 
Niero (1962), with preceding bibliography. 
22Walter (1966). 
23There is an extensive literature concerning Lodovico Barbo. The most 
comprehensive consideration of this important promoter of the Observant reform 
movement is Trolese (1984), with a complete preceding bibliography. 
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The Venetian authorities played an unusually prominent role in the 
proceedings of the Council of Basel. Venetian ambassadors were 
frequently deployed in negotiations with their countryman, Eugenius 
IV. Also, due to her close mercantile and cultural links with 
Byzantium, Venice held the key to negotiations concerning the 
spiritual unity of the churches of East and West -a continuing 
preoccupation of the conciliar movement. Moreover, as indicated by 
Antonio Niero, the Venetian Senate was concerned to use its 
influence at the Council to resolve conflicts which had arisen in the 
course of Venetian foreign policy. 24 In particular, the Serenissima 
courted the favour of Emperor Sigismond in order to settle territorial 
disputes with both Milan and with the Patriarch of Aquilea. The large 
number of Venetian clerics and humanists who made the journey 
northwards in support of Venetian and papal causes had a marked 
effect upon the cultural orientation of the Veneto in the following 
years. Donato's experience of northern Europe is reflected in his 
artistic commissions of the late 1430s. His shifting tastes are only a 
small part of more widespread cultural changes which took on visual 
manifestations in the Veneto up to mid-century. 
Donato's prime passion throughout his life remained the collection 
of ancient texts. Inventories of his personal library, known through 
wills of 1433 and 1447, reveal an impressive collection which Paolo 
Sambin referred to as "una delle piü ricche biblioteche private di tutto 
1'umanesimo nella prima meta del'400". 25 At Basel he joined a 
significant number of humanists, most on personable terms with 
Donato prior to this date, who used their trip northwards as an 
opportunity for research in the libraries of northern institutions. 26 
Donato's own travels in the region took him up the Rhine valley and 
possibly beyond. His most important discovery was made at Speyer 
where his scribes copied the Codex Spirensis, a collection of fourteen 
geographical texts from antiquity including the Notitia Dignitatum. 27 
24Niero (1962). 
2,5Sambin (1959), p. 53. 
26For a comprehensive overview of the discoveries made during the Council see 
Sabbadini (1905), pp. 106 - 124. 
27The original manuscript from Speyer is now lost. Donato's copy is manuscript 
Canon. misc. 378, of the Bodleian Library, Oxford. See Pacht and Alexander (1966), I, 
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A copy of the Chronicle of Eusebius, copied at Reichenau and brought 
to Padua by Donato, also dating from these years, indicates another of 
his destinations. 28 
Donato's experiences in northern Europe contributed much more to 
his lifestyle than simply increasing his library. The bishop certainly 
met many men from north of the Alps and had lengthy discussions 
with them. The importance of such meetings for Donato is 
demonstrated by the members of his household following his time in 
Basel; in this period Donato employed Pangrazio, a Viennese scribe, 
Giovanni Wisman da Amburgo, a priest and even two German 
cooks. 29 These northern experiences affected his taste in art, as well as 
in food. Donato must have been familiar with the work of northern 
artists through his travels in northern Europe. His admiration for 
their work prompted his own commissions on at least three 
occasions during his time at Basel. 30 Three surviving manuscripts 
from the library of Donato contain illustrations by northern 
p. 52, n. 66. A second copy of this important manuscript survives, apparently made 
from Donato's own manuscript. The second copy is now in Paris (Bibl. Nat., MS lat. 
9661). For this manuscript see Berthelot (1900); There is reason to believe this copy 
was in Florence in 1443, for which see Thompson (1952), esp. p. 7, n. 2. It was made for 
an unknown patron. 
28Donato's copy, listed on the inventory of his library as No. 94, "Eusebius de 
Temporibus in littera vetustissima", is probably that at Merton College, Oxford (MS. 
315). For this manuscript see Martineau (1992), pp. 123 - 24, Cat. 7. Ambrogio 
Traversari obtained a copy of this manuscript from Donato during his time at Basel in 
July 1435. See Dini - Traversari (1912), p. 113. Traversari's subsequent voyage after 
leaving Basel took him through Ulm and Ratisbon and along the Danube to Vienna 
and Budapest and finally back to Venice. A. Dini-Traversari (1912), p. 265; Stinger 
(1977), p. 193. On his way to the Congress of Arras in 1435, Cardinal Albergati 
travelled via Savoy, Basel, Cologne and Tournai. The voyages of these and other 
humanists might provide a more accurate picture of the centres visited by Donato. 
29Biographical references for all these members of Donato's household are given by 
Sambin (1959), pp. 65 - 66, nn. 36 - 39. The close associates of Donato's chaplain, 
Giovanni da Monterchi, also included a number of Germans as revealed by Collodo 
(1990), p. 548, n. 31. 
30Another manuscript acquired by Donato in this period is a volume of the letters of 
St. Jerome written by Monterchi. 
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European miniaturists. Donato's copy of the Codex Spirensis, dated 
1436, was illuminated by Peronet Lamy, an influential artist who was 
a member of the court of the Dukes of Savoy. His employer at court 
was Duke Amadeus VIII, an important participant in the Council 
who was elected Pope Felix V by its members in 1439.31 For the 
Spirensis project Lamy worked from the Carolingian copy of a late 
antique text which Donato had discovered at the cathedral of Speyer. 
Lamy's work demonstrates the difficulty which the artist experienced 
with this task and the compromise which he reached between 
classical iconography and his timid late-Gothic style is often awkward 
(Pls. 53 - 56). 32 Lamy must have been awarded the Spi re nsis 
commission following his other, more characteristic work for the 
bishop. This miniaturist's hand can also be found within the 
Lectionarium evangeliorum that Donato carried with him, written by 
his chaplain, Giovanni de Monterchio in 1436.33 All except one of the 
fifty three illustrations to this volume are the work of a Paduan 
miniaturist of the late 1430s. 34 Lamy provided a single page to the 
volume which he probably executed at Basel prior to Donato's 
departure. The Nativity scene (P1.57) is one of the master's finest 
works, exhibiting the characteristic features of his colourful but gentle 
late-Gothic style. The appraisal of Shiela Edmunds highlighted his 
rather naive talents. She remarked upon, 
the stocky figures which move rather stiffly; the boneless 
elongated hands with their limited repertoire of gestures; 
the elaborate costumes made of soft fabrics that fall in 
random folds indicated by calligraphic 'shadows' on the 
310n Lamy see Edmunds (1964); Castelnuovo and Romano (1979), 224 - 228. 
32Brown (1996), p. 90, comments that "Several of Lamy's illustrations, including the 
view of Constantinople and a page featuring authentic drawings from the coins of 
Tiberius, Nero and Domitian were, however, the artist's own inventions". 
33The Lectionary is manuscript M 180, of the Pierpont Morgan Library, New York. For 
the Lectionary see Harrsen & Boyce (1953), p. 61; Plummer & Clark (1982), N. 38. 
34The most recent discussion of this anonymous miniaturist is that of Mariana Canova 
(1997). Huter's assessment of the relationship between panel painting and manuscript 
illumination in north Italy is also of interest in this regard. See Huter (1974). 
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surface of the cloth; the schematic conical trees on slender 
bifurcated trunks; the conventional background buildings. 35 
Similar late-Gothic features are also found in another illustration 
from a third manuscript which belonged to Donato during his time at 
Basel. A Missal, today at the Vatican, bearing Donato's arms and 
including a calendar specific to Paduan religious festivals, was 
certainly part of the bishop's collection. The text of the Missal can be 
dated securely to 1431, though it is thought to have been illustrated 
later due to the transalpine character of its imagery. 36 The full page 
image of the Crucifixion (P1.58) found in this Missal exhibits notably 
northern characteristics; its participants are constructed by means of 
elaborately decorative late-Gothic drapery and their caricatured 
emotions verge on the grotesque. These three examples of 
manuscript illumination make no concessions to contemporary 
developments in naturalism which were occurring at this time in 
Italian art. 37 
Donato left Basel on 21 March 1436 following disagreements with the 
Council over his pro-papal opinions. For the duration of the journey 
Donato was in the company of Cardinal Albergati and again, 
Giovanni Berardi. 38 Certainly Donato and Albergati would have had 
much to discuss en route. The cardinal shared Donato's passion for 
manuscripts and for art. Albergati had an extensive book collection 
and he had also provided funds for the building of a public library at 
the episcopal palace at Bologna. His extensive travels in northern 
Europe had brought him into contact with Flemish art. For example, 
in 1431 he had received a tapestry from the duke of Burgundy. 39 The 
35Edmunds (1964), p. 137. 
36The Missal is today in the Vatican Library (Vat. Lat. 8700). It was first identified 
by Dykmans (1983). It was most recently discussed by Mariana Canova (1997). 
371n regard to the subject of cultural interchange between Savoy and the Veneto, it is 
interesting to note that Lamy's earlier collaborator, the miniaturist Jean Bapteur, is 
recorded as having made a long voyage through Italy in 1427. 
38The standard monograph on Albergati is that of De Toth (1934). See also Pasztor 
(1960). Regarding Berardi see above. 
39Albergati visited northern Europe on regular diplomatic missions throughout his 
life. See Pasztor (1960). 
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cardinal's interest was probably given its greatest boost during the 
three month period that he spent in his office as papal envoy at the 
Congress of Arras in 1435.40 A journal of the Congress records that 
Albergati was given a special viewing of the new altarpiece in the 
Lady Chapel at the Abbey of Saint-Vaast, painted by Jacques Daret. 41 
This provides a rare documented example of a practice which was 
probably widespread. Moreover, Edwin Hall convincingly argues that 
a small panel showing St. Jerome in his Study by Jan van Eyck was 
commissioned by the Duke of Burgundy specifically as a gift for 
Albergati. 42 As such, the St. Jerome panel was one of a number of 
diplomatic gifts exchanged by the members of the Congress. 43 Records 
of the Council of Basel do not reveal whether Donato and other 
Italian legates received gifts of this sort during their time in northern 
Europe. However, we can be relatively certain that the objects in 
Albergati's possession when he returned to Florence are 
representative of a much larger body of portable material which 
found its way to artistic centres throughout Italy. The influence 
which van Eyck's St. Jerome panel exerted upon Italian painting 
tradition is surely exemplary of the significant interest that northern 
painting aroused in Italy. 44 
40Albergati arrived in Arras on 12 July 1435 and departed following the agreement of 
peace on 8 October. In December 1435 he returned to the papal curia which was then 
resident at S. Maria Novella in Florence. Ames-Lewis proposed that Filippo Lippi 
might have formed part of Albergati's retinue on this occasion. See Ames-Lewis 
(1979). However, this suggestion has been rejected by all subsequent commentators. For 
a review of the subsequent literature see Ames-Lewis (1993). 
41Journal de la paix d'Arras faite en 1'abbaye de Saint-Vaast entre Charles VII et 
Philippe le Bon (Paris 1651), (Arras 1936) - quoted by Hall (1968). A panel of the 
Presentation from Daret's Arras altar is in the collection of the Musee du Petit Palais 
in Paris. 
42See Hall (1968); idem. (1971). For a recent and comprehensive account of the 
Detroit panel see Upton (1990), p. 11 - 12, n. 13. 
43 Albergati was also presented with a relic of the skull of St. Anne by Henry VI. 
Other gifts included precious jewels and a gold cross encrusted with gems. 
44Hall (1968) mentions several Italian works which are thought to have been 
derived from van Eyck's panel. For a more thorough consideration of the influence of 
Flemish art in north Italy see Ames-Lewis (1993), with an extensive bibliography. 
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On his return to Padua, Donato's interest in antiquity must have been 
encouraged through direct contact with Ciriaco d'Ancona. Patricia 
Fortini Brown has recently demonstrated the close contacts which 
existed between Ciriaco and the circles of the Paduan bishop. 45 Ciriaco 
visited Venice on many occasions, two of which are extremely 
significant for the present study. Ciriaco was in Venice in 1432-33 at 
which time he shared his knowledge of ancient monuments with a 
number of Venetian humanists, among them Francesco Barbaro, 
Leonardo Giustiniani and Benedetto Dandolo. 46 In return the 
Venetians were able to show him their collections of antique coins. 47 
In 1436, during another visit to Venice, Ciriaco recorded Latin 
inscriptions found in San Marco during a guided tour of the basilica 
by Doge Francesco Foscari and Francesco Barbaro. His travels at this 
time also included a trip to Padua where he is known to have lodged 
with Donato himself following the bishop's return from Basel. It was 
probably on this occasion that Ciriaco consulted Donato's recently 
copied manuscript of the Notitia Dignitatum to which he added 
excerpts from the writings of St. Gregory of Nazianzus in his own 
hand. 48 Brown even suggests that a drawing of the equestrian statue 
of Justinian from Constantinople (P1.59) by Ciriaco, influenced one of 
the miniatures contained within the Notitia manuscript (P1.56). 49 
This indicates that copies of some of Ciriaco's notes were already in 
Donato's possession at Basel. 50 Our most certain record of relations 
45Brown (1996), pp. 81 - 92, with preceding bibliography. 
46Ciriaco's visit and activities were recorded in the Hodoeporicon of Ambrogio 
Traversari. See Dini-Traversari (1912), pp. 65 - 66. 
47Apparently collections of this kind were common among Venetian humanists at this 
time. In a letter to Traversari of 3 July 1433, Benedetto Dandolo recalls his annoyance 
at not having had prior warning of Ciriaco's visit. He explains to Traversari that "In 
fact, many coins of this kind are possessed by most of the nobles, which they would 
have been happy to show to me". See Brown (1996), p. 83. 
48Pacht & Alexander (1966), p. 52. 
49Brown (1996), p. 90. For the drawing itself see Degenhart & Schmitt (1990), V, 211- 
213. 
50It is possible that Donato was acquainted with the work of Ciriaco through his 
kinsman, Ermolao, who is known to have met Ciriaco in Damascus in 1429, for which 
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between Ciriaco and Donato is the so called Codex Hamiltonianus 
which once formed part of Donato's library. 51 The codex is a 
miscellaneous collection of antiquarian information including ten 
sheets in Ciriaco's own hand possibly composed when Ciriaco was 
again in Padua in 1442-43.52 The volume includes the earliest known 
copy of Ciriaco's drawing of the Parthenon (P1.60). 
The popularity of Ciriaco's method of antiquarian study among 
Donato and his circle is suggestive in regard to their taste in art. The 
ultimate fruit of the interaction between painting and humanist 
scholarship came with the work of Mantegna after mid-century and 
was sponsored by the subsequent generation of Paduan scholars. 
However, given that the atmosphere which inspired Mantegna 
formed part of Venetian humanist culture from the early 1430s it is 
possible that such influences also played a part in determining the 
works of his predecessors. Donato's collection of antique texts and the 
illustrations of his Notitia Dignitatum demonstrate that he was also 
sympathetic to this type of painterly scholarship. However, the 
pattern of his commissions throughout his Paduan office reveal that 
he recognised no contradiction between such classical elements and 
his taste for late-Gothic art. 
The experiences and tastes of Donato in the years up to 1437 shed new 
light on the decoration of his private chapel in the late 1430s. 
Donato's patronage of northern artists at Basel had been closely 
connected with his collection of manuscripts. The nature of these 
commissions must also have been dictated by the fact that they were 
portable. It is notable that, almost immediately upon his return to 
see Brown (1996), p. 83. The precise relationship between Pietro and Ermolao is not 
known. The name is not found among Pietro's branch of the clan. 
51Concerning the manuscript, now at Berlin, previously in the Hamilton Collection, 
see Mommsen (1883); MacKendrick (1952); Campana (1959); Ashmole (1959); Fiocco 
(1964); Brown (1996), pp. 86 - 87. 
52The date of the manuscript is uncertain. Mommsen dated it after 1439 due to its 
reference to the Council of Ferrara. The contribution of Ciriaco consists largely of 
material which he recorded on his trip to Athens of 1436. The hypothesis of 
MacKendrick (1952), that the manuscript represents a collection of several excerpts 
sent from Ciriaco to Donato at intervals is attractive. 
106 
Padua, Donato's taste for northern art was translated to a larger scale 
in his plans for the decoration of his private chapel. In February 1437 
Donato signed a contract with the painter Giovanni da Ulma for the 
decoration of the chapel of S. Massimo in the episcopal palace. The 
contract was first published by Erice Rigoni in 1937.53 She suggested 
that the painter from Ulm should be identified as Giovanni 
d'Alemagna, the partner of Antonio Vivarini from 1441. This 
suggestion has won the support of most scholars yet it is still possible 
to build a stronger case for Rigoni's ideas based upon Pietro Donato's 
relationship with northern Europe. The specificity of Giovanni's title 
on this occasion was probably dictated by the specialist knowledge and 
requirements of the bishop. Donato was familiar with the geography 
of southern Germany and he might even have had a sense of the 
difference between regional schools of painting. This knowledge 
allowed him to be more technical and informed in regard to the 
many northern Europeans of his acquaintance and household. To 
other patrons with a more limited experience of events outside Italy, 
Giovanni's Germanic characteristics were enough to single him out 
from those around him and he was known simply as Giovanni 
d'Alemagna. This positive identification of Giovanni d'Alemagna as 
the author of the bishop's chapel helps to explain several unusual 
features from his later career. For example, this earlier commission 
would explain why, some ten years later, Giovanni and Antonio 
were selected for the decoration of the Ovetari chapel, a project that 
required skill in fresco painting, and specifically forbade them from 
using oil paint. The only known work by either painter in the 
medium of fresco and oil is the decoration of the S. Massimo 
chapel. 54 Moreover, Donato's patronage of Giovanni at this early 
point in his life was a key episode in Giovanni's career as will be 
discussed below. 
53Rigoni (1937). 
54For the Ovetari commission see below Ch. 6. Donato was equally specific in his 
demand for the medium of oil in the 1437 contract. In their panel paintings the 
Vivarini partners are not known to have used oil. We can presume from the 1437 
contract that Giovanni was able to use the oil medium of his ancestral homeland if 
required to do so. 
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Unfortunately, the decorations of the S. Massimo chapel survived 
little longer than Donato himself. The chapel was probably destroyed 
by an extensive fire in the palace in 1486. However, a sense of their 
original appearance can be gleaned through the sketch description 
provided by Savonarola in his guide to the city of Padua written 
around 1446. After passing fleetingly through the gardens and many 
rooms of the palace, Savonarola singled out the richly decorated 
chapel for particular mention; it was, "ornamented with gold and 
sumptuous colours so that human eyes are quite delighted" and 
contained "many glorious figures". 55 The taste for luxurious 
ornamentation which this suggests was certainly in keeping with 
Donato's other projects. Indeed, in his description of the bishop, 
Vespasiano commented that he "set too much store by his worldly 
goods". 56 
The nature of Giovanni da Ulma's decoration is probably reflected in 
two contemporary Paduan projects, both associated with Donato. 
Firstly the bishop's Lectionary. As already noted the illumination of 
this manuscript was begun at Basel by Peronet Lamy. The remaining 
miniatures, however, are most often attributed to a Paduan master 
working in the late 1430s - the Pietro Donato Master. 57 Savonarola's 
description could equally be applied to the character of these 
miniatures - they are sumptuously decorated with gold and with 
bright colours and they display a luxurious attention to detail; foliage, 
costume, precious objects and a range of animals all add to their 
effect. Alongside their material value, the images are also remarkable 
for the quality of their draughtsmanship and their novel 
compositional innovations. When depicting a city square, for 
example in the Betrayal of Judas (P1.61), their master applied 
rudimentary but effective perspective techniques to model elaborate 
architectural settings. Equally, landscape views, such as that of the 
Adoration (P1.62), betray his ability to create extensive vistas of 
55Savonarola (1902), p46 - 47: "Suntque in eo due quam amene cappelle, quarum 
altera, apud cameram eius ornatum et decoram nimis, ab eo fundata est, que ex 
gloriosis figuris, auro et coloribus sumptuosis ita omatur, ut hominum oculos nimium 
oblacet". 
56Vespasiano da Bisticci (1963), p. 172. 
57Mariani Canova (1990); idem. (1997). 
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receding space using a form of aerial perspective, akin to that of 
Flemish artists. The extraordinary detail and humble character of his 
architectural interiors also indicate a knowledge of northern art (P1. 
63). Perhaps the most notable feature of these narratives are their 
protagonists. Their expressions and poses are clearly the result of a 
careful rethinking of standard models, based on observations from 
life. Given that these two projects were contemporary and shared the 
same patron it is reasonable to presume that they were similar at least 
in general character. Their relationship might have been even closer 
since it is possible that both artists were lodged at the episcopal palace 
for the duration of their work there. 58 
The second commission which might reflect the lost frescoes of the S. 
Massimo chapel is the contemporary programme of decoration at S. 
Giustina in Padua. This project was commissioned by Ludovico 
Barbo, the abbot of S. Giustina, who had travelled to Basel with 
Donato and had served alongside him as co-president of the Council. 
In 1436, following his return to Padua, Barbo commissioned the 
Venetian painter Giovanni Storlato to decorate the chapel of St. Luke 
with twelve scenes from the saint's legend (Pls. 64 - 65). Recent 
interpretations of the programme have identified its site specific 
programme. On one level, the fresco scheme was designed to serve as 
a visual testimony to the presence of the bodies of SS. Luke and 
Matthew within the chapel at S. Giustina. The frescoes were given 
added immediacy by the inclusion of contemporary portraits and 
settings designed to indicate the continued veneration of these relics 
by the Paduan populace. The iconographic programme of the scheme, 
including such contemporary touches, was specified in Storlato's 
contract and depended upon a sermon written by Barbo. At the same 
time it is possible that Barbo intended the narratives to memorialise 
his action at the Council of Basel. The presence of his own portrait 
alongside that of Donato might have alluded to the celebrated role of 
such Venetian statesmen in world events. 59 According to the analysis 
of Caterina Virdis, Barbo's ideas were updated further still. Some 
58 That Giovanni da Ulma and his assistant effectively joined Donato's household 
temporarily in the late 1430s is made clear by the conditions of the 1437 contract. 
Rigoni (1937). 
59De Nicolö Salmazo (1984). 
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years later, due to the slow progress of work in the chapel, the frescoes 
also came to record Barbo's part in the Councils of Ferrara and 
Florence - further portraits of delegates of the eastern church were 
incorporated to symbolise the Union of eastern and western 
Christians. 60 
The two projects were possibly intended to be seen as sister-cycles. 
Both had been conceived during a period in northern Europe and 
both were commissioned immediately upon the return of their 
patrons to Padua. The S. Giustina cycle even included portraits of the 
two men side by side and might be interpreted as a visual testimony 
of their time at Basel (P1.64). The surviving contracts of both projects 
allow a more precise interpretation of their relationship. The S. 
Giustina cycle was the first to be commissioned - the contract is dated 
14 March 1436.61 The S. Massimo chapel project, begun almost a year 
later - 25 February 1437, might be seen as Donato's response to the 
earlier work. 62 The bishop's commission was motivated by dual 
considerations. On one hand he probably thought it appropriate to 
commemorate his time at Basel and to mark his return to Padua in a 
similar manner to Barbo. On the other, excited by the works of art he 
had seen in northern Europe, he wished to replicate them in his own, 
recently renovated, palace. These circumstances also highlight the 
differing nature of the two men as patrons. Barbo was concerned with 
the iconography of his chapel - it was to serve as a testimony to the 
authenticity of his church's relics. Donato, motivated by competition, 
was preoccupied with the style of his chapel and the richness of its 
appearance. While Donato sought out a particular, foreign master on 
the basis of his previous works, Barbo, less particular about the 
aesthetic quality of his chapel, hired a local artist capable of working 
in fresco. Given the preoccupations of these two men, Storlato's work 
probably reflects that of Giovanni da Ulma only in a somewhat 
diluted way. Barbo did give some consideration to the quality of his 
chapel; the contract specified that he was to use the finest German 
blue pigment, together with gold and silver for the decoration of the 
60Limentani Virdis (1984). 
61The contract is published by Salmazo (1984). 
62Donato's contract is published by Rigoni (1937). 
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vault. 63 Donato's requirements concerning the use of fine pigments 
are much more extensive and emphatic - Giovanni was to use the 
best of everything! 64 Thus, in line with Donato's taste his private 
chapel was probably more opulent than that of St. Luke. 65 
Unfortunately the surviving parts of Storlato's frescoes can only hint 
at their former quality. The best preserved scenes suggest a 
remarkably similarity of decorative ambition to the miniatures of 
Donato's Lectionary. Highly populated and extensive landscape 
settings such as that in the Arrival of St. Luke's Body at S. Giustina 
must once have been much closer to the Donato Master's Adoration 
(P1.62). Only traces of Storlato's finer decorative details including 
brocades and vegetation have survived. Despite the somewhat stilted 
handling of his protagonists, Storlato's frescoes probably once 
resembled works from the circle of Pisanello. Giovanni da Ulma's 
work must have been even more startling with its application of 
even richer colours and perhaps even pastiglia work. 
We can be fairly certain that Donato's choice of a painter with 
northern origins and one trained in the use of oil paint was inspired 
by his recent experience at Basel, but the contract also informs us that 
the specific selection of Giovanni da Ulma was dictated by the artist's 
previous works for another patron. The contract is precise in its 
references to Giovanni's earlier paintings in the house of Giovanni 
Cornaro at Venice. In fact, the success of the artist's bid for the 
bishop's chapel depended upon the favourable assessment of these 
63Storlato's contract specifies materials only in regard to the decoration of the vault: 
"Prima de fare el volto zoe el cielo della capella con uno pano de bon collore azuro de 
Alemagna stelado doro, el quale pano die esser stelado darzento, e ornare i circuli del 
volto the campezi ben con el dito pano". 
64Giovanni da Ulma was to use the finest gold and colours. His work was to be 
evaluated by a goldsmith: "Item the lavorar debbi de oro fino, acuro oltramarino de 
el piü fino si trovi, et cusi de lache fine verdi laccurei et altri colori necessarij tutti 
fini". 
65This difference in quality, however, was not reflected in the payments due to the 
two artists - Giovanni was to receive one hundred and fifty ducats, Storlato was to be 
paid two hundred - leading to the supposition that Donato's "capelletta", as it was 
described in the 1437 contract, was considerably smaller than the chapel at S. 
Giustina. 
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works by Donato's nephew, Girolamo. Although Donato had no 
personal knowledge of the Cornaro paintings he must have heard 
about them from several sources. Giovanni Cornaro had himself 
travelled to the Council in 1433 as one of twelve Venetian 
ambassadors and it is possible that the two men discussed the 
programme during the short period of his stay. 66 More intriguing are 
Donato's closer, more regular and better documented ties with the 
humanist, Ambrogio Traversari. The two men were well acquainted 
and shared the same circle of friends. In particular, both Traversari 
and Donato were in regular contact with Francesco Barbaro. 
Traversari met Barbaro when the latter visited Florence in 1415 and 
they continued to exchange manuscripts and information for the rest 
of their lives. 67 As has already been discussed, Donato and Barbaro 
were friends from an early age. 
The most likely occasion on which Traversari and Donato might 
have discussed the Cornaro palace was Traversari's visit to the 
Veneto in late spring and summer 1433. At this time Traversari was 
engaged in reforming monasteries of the Camoldolese friars in the 
66King (1986), pp. 354 - 355. Although Giovanni's surviving correspondence tells us 
little about his contacts, he was certainly closely tied to the same circles as Donato. 
Ciriaco dedicated his translation of St. Gregory of Nazianzus', De septem spectaculis 
mundi to both Donato and Cornaro. 
67During Traversari's trip to Venice in 1433, Barbaro gave him two Greek 
manuscripts, one containing the Old Testament books of Prophets, the other the 
orations of St. Gregory of Nazianzus. Traversari was again in Venice in January 1434 
on his way to Basel. For Barbaro see King (1986), pp. 323 - 325. In 1416 Barbaro wrote 
De re uxoria, a compilation of classical approaches to marriage. The text was 
dedicated to Lorenzo de' Medici as a wedding present and was highly praised by 
Traversari; see Stinger (1977), p28. Another member of the close circle of Barbaro and 
Traversari during the late 1410s and 1420s was Guarino Veronese, for whom see 
Stinger (1977), pp. 28 - 29; Baxandall (1965). Traversari was also in regular contact 
with Vittorino da Feltre and Cosimo de' Medici. See Brown (1961). A less intimate 
member of the circle was Lodovico Barbo, Abbot of S. Giustina at Padua and leader of 
the Benedictine reform movement. Although there is no surviving correspondence 
between the two men, they probably met during Barbo's trip to Florence in 1418 and 
Traversari is known to have lent manuscripts to S. Giustina See Stinger (1977), pp. 
171-172. 
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Veneto in his capacity as General of the Order. Traversari's own 
record of his monastic visitations from 1431 to 1434, the 
Hodoeporicon, informs us of the forty days which he spent at Venice 
in the monastery of S. Michele in Isola as the guest of the abbot, his 
friend, Paolo Venier. 68 Traversari recorded his official welcome by 
the doge and his frequent meetings with Venetian humanists, among 
them Barbaro, Lorenzo Giustiniani and Pietro Tommasi. 69 Of greater 
significance for our purposes is his record of having been given a 
guided tour of the sights and libraries of Venice which included the 
palace of Giovanni Cornaro by Cornaro himself and Fantino 
Dandolo. Shortly after these experiences at Venice Traversari was 
cordially received at Padua by Donato only days before the bishop left 
his Paduan diocese for the Council at Basel. 70 With Donato's chapel 
newly built and mindful of his future plans for decoration it is 
reasonable to presume that such artistic matters were discussed by the 
two men at this time. Traversari and Donato might have had similar 
discussions during the Council of Basel. Traversari was appointed 
Papal Nuncio to the Council in September 1435. Whilst at Basel he 
examined Donato's copy of the Chronicle of Eusebius of which he 
hoped to acquire a copy. Traversari's admiration for Donato's public 
and private character at this time is demonstrated by his dedication of 
a translation of Athanasius' Orations to the bishop in 1436. The 
dedication praised Donato as a defender of the Catholic faith and as a 
scholar dedicated to the recovery of antiquity. 71 Shortly after his 
return from the north in 1437 Donato might have acted on 
Traversari's advice by deliberately seeking out the Cornaro painter. It 
is rare to find records of this kind in which the employment of an 
artist so categorically depended upon the quality of specific earlier 
works. The considerable attention which Donato paid to recruiting 
68Dini-Traversari (1912), Hodoeporicon pp. 61 - 69. S. Michele was one of the few 
monasteries to earn the praise of Traversari. 
69Traversari had been in contact with Giustiniani from as early as 1424. See Stinger 
(1977), p. 4,20,41,141. On this occasion he also met the Greek scholar George of 
Trebizond and Ciriaco d'Ancona. 
70Traversari described the episcopal palace in his Hodoeporicon. See Dini- 
Traversari (1912), p. 69. 
71Stinger (1977), p. 139. 
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the artist on this occasion demonstrates his level of expertise in such 
artistic matters and the specific nature of his tastes at this time. 
In the spring of 1443, following his participation at the councils of 
Ferrara and Florence, Donato returned to Padua, where he was to 
remain until his death on 7 October 1447. During his last years 
Donato must have been a keen member of Paduan university and 
humanist circles and he continued to be active as a patron of art and 
architecture. A will made on 14 September 1445 provides an 
impression of his concerns at this time. 72 The will left provisions for 
the foundation of a university college at Padua - Domus sapiente - 
which was to receive twenty poor students and was designed to train 
canons for the cathedral chapter. 73 The bishop also left detailed 
instructions that various texts should be copied to form a library for 
the college. Donato's method of collecting multiple copies of a single 
text throughout his lifetime indicates that he had long intended the 
formation of a library of this kind. This intention is confirmed by 
Vespasiano whom Donato had known in Florence. 74 Indeed, during 
his time as Papal Governor of Perugia in the late 1420s, Donato had 
instigated a similar project, on this occasion establishing a college for 
forty students. 75 By 1446 Donato had taken further steps towards the 
education of young scholars by supporting the teaching post of 
Bartolomeo Cipolla at his own expense and by setting up two funds 
for the instruction of young clerics in grammar and music. 
A great deal of humanist discussion must also have taken place in 
the confines of Donato's villa on the outskirts of Padua which became 
the centre of Donato's social world in his final years. The villa is 
given particular attention in the 1445 will which includes many 
72Sambin (1959) located a copy of the will at Venice. ASV. Procuratori di S. Marco. 
Commissarie - Misti. B. 291. 
73The project made some progress before funds were transferred to ecclesiastical 
projects some years later. On 12 March 1446, Donato contracted Giovanni, son of the 
jurist Paolo di Castro, to provide building materials for the college. The document is 
cited by Sambin (1959) as, ASV. Certosa di Padova. Busta di pergamene del secolo 
XI. 
74Vespasiano da Bisticci (1963), pp. 171 - 172. 
75Pellini (1988), p. 298. 
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stipulations for its upkeep by his heirs. In particular, Donato's will 
states that the building had been decorated in an appropriate manner. 
Sambin quotes a number of documents recording payments to 
artists. 76 Although no specific mention is made of the projects to 
which these payments are related, they may well have been 
connected with work at the villa. Among the artists mentioned are 
"magistri Cecho quondam Francisci dicti Cechi de Roma pictor", 77 
and "Antonio pittore del fu Giovanni da Padova"78 and the by now 
familiar "maestro Giovanni lapicida del fu Bartolomeo da Firenze". 79 
The villa most probably served as a meeting point for many of 
Donato's learned friends. Within Donato's household were to be 
found his nephew, Girolamo, 80 the scriptor, Pangrazio Viennese, 
clerics such as Arnoldo del fu Niccolö Rempenich of Cologne and 
Enrico Luberti of Saxony and his chaplain, Giovanni da Monterchi. 
Donato's closest social contacts during his time at Padua were 
members of university and humanist circles. It is possible to identify 
the core group of associates with which he was most closely involved 
due to the research of Margaret King. sl Significantly, the circles of 
contact which she constructs in regard to humanist activity 
correspond in nature with those relationships which appear to have 
been most important for the success of the Vivarini shop in the 1430s 
76For detailed examples see Sambin (1959). 
77See Sambin (1959); idem. (1964). Cecho is mentioned on 23 August 1447 - AdCVdP. 
Diversorum. 23. c. 60v; 12 November 1447 - ASP. Archivio notarile. 530. c. 381v: ASP. 
Archivio notarile. 530. c. 387v. 
78The painter has yet to be identified. He is mentioned on 12 November 1447 - Ail' 
Archivio notarile. 530. c. 381v. 
79Nani was paid 775 lire on this occasion. ASP. Archivio notarile 530. c. 326. The 
payment has been referred to above and may have been connected with building work 
at the episcopal palace. 
80For details regarding the work of Girolamo for Donato see Sambin (1959), esp. pp. 
57 - 58, n. 18. As noted above, Girolamo was involved in the 1437 contract between the 
bishop and Giovanni da Ulma. He also assisted his uncle in dealings with other 
artists; for example in 1430 he negotiated the contract with the stonemason, Nani, 




and 40s. The most important members of this network were 
Francesco Barbaro, 82 Giovanni Cornaro and Leonardo Giustiniani. 83 
These men were bound by their shared education, by regular 
documented contact with one another or by their mutual associates. 84 
This circle had particularly strong ties to Florence; all were on 
familiar terms with Ambrogio Traversari and through him they were 
well aware of the activities of their Florentine contemporaries. 
Barbaro was certainly known to Cosimo de' Medici and it is probable 
that most Venetian humanists met the Florentine during his period 
82King (1986), pp. 323 - 325. Barbaro was one of the most sociable of the Venetian 
humanists. From his surviving correspondence he appears to have been in contact 
with most of his leading contemporaries. His ties to Florence are particularly 
noteworthy; he was the closest north Italian associate of Ambrogio Traversari. He 
was also apparently on good terms with Cosimo de' Medici, writing to him in 1443 
regarding funds for S. Andrea della Certosa. Moreover, he acted as Venetian 
ambassador to Florence almost directly following Cosimo's return from exile in 1434. 
83King (1986), pp. 383 - 385. See also Dazzi (1963). Giustiniani is not known to have 
had any direct contact with Donato. Nor was he directly involved in the career of 
Giovanni d'Alemagna. However, he was certainly one of the most active protagonists 
of humanist activity at Venice at this time. He was among the humanist contacts of 
Ciriaco d'Ancona; in 1432 whilst Lieutenant in Friuli he was host to Ciriaco. He also 
exchanged sonnets with Ciriaco, responding to him in one passage, "Your voice renders 
such a gentle harmony, one also believes that the lips of Orpheus, Apollo and 
Amphione, never let free a more beautiful song". Giustiniani was also in close contact 
with Traversari. On one occasion Traversari is known to have personally illuminated 
a manuscript which he was sending to the Venetian. See Stinger (1977), p. 4. For 
Giovanni Cornaro see below. 
84Barbaro and Giustiniani were both pupils of Guarino Veronese and Gasparo 
Barzizza. Donato was a student of Barzizza at the same time. Guarino dedicated his 
dialogue on Apuleius to Donato. Cornaro, who apparently did not receive a formal 
education, was also in touch with Barzizza. 
The archives of the University of Padua provide further evidence of some of these 
contacts on the occasion of degree ceremonies. Of most significance for this study are 
Donato's meetings with Palla Strozzi, Francesco Barbaro, Lodovico Barbo, Francesco 
Alvarotti and Cristoforo Barzizza. For records of the degree ceremonies see Zonta & 
Brotto (1970), see index. 
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of exile. 85 Similarly, Palla Strozzi was an important member of 
humanist life at Padua. Fiocco discovered records of Strozzi's 1436 
appointment to the office of consigliere to the Tuscan community at 
Padua. 86 Moreover, Strozzi was frequently present at degree 
ceremonies at the studio, commonly in the company of Donato or his 
circle. 87 Further documentation indicates his close friendship with 
the bishop. For example, shortly after Donato's death, measures were 
taken by his heirs to return manuscripts which he had borrowed 
from Strozzi. 88 
These Florentine contacts might have comprised one channel 
through which Florentine artists came to Venice. Donato himself 
clearly appreciated the talents of the goldsmith, Giuliano da Firenze 
and of the stonemason, Nani. The elegant late-Gothicism practised by 
these artists was perfectly in keeping with the tastes of Donato and his 
contemporaries and was to remain the dominant style among elite 
north Italian circles until the late 1440s. In fact, the artistic 
requirements of Donato's circle were most probably at odds with the 
newer forms of art transmitted from Tuscany. The approach to art 
adopted by Donato's circle probably derived instead from the 
Aristotelian atmosphere of the Paduan studio and found 
encouragement in the writings of their influential contemporary, 
Guarino Veronese. 
Guarino's advanced knowledge of the Greek language provided him 
with a novel approach to visual imagery which became common 
among his students and associates. 89 This new form of written 
description, based upon the ancient literary form of ekphrastic poetry, 
85For Barbaro's letter to Cosimo see Fraser Jenkins (1970). Traversari's established 
links with Venetian humanists must have been useful to Cosimo during his period of 
exile in Padua and Venice. Traversari's trip northwards in this period might have 
been connected with Cosimo's banishment. 
86Fiocco (1964). 
87Zonta Brotto (1970), see index; Salmi (1972), p. 44. 
88Sambin (1959), esp. pp. 69 - 70; Fiocco (1964). 
89This discussion of the ekphratic form of description is based upon the well known 
studies of Michael Baxandall. See Baxandall (1963); idem. (1964); idem. - (1965): 
idem. (1971). 
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praised the ability of the artist to replicate nature through 
his 
attention to natural detail, his skill at mimicking a variety of natural 
forms, textures and effects and his empathetic conveyance of human 
emotion. Guarino's pupils must have learnt to recreate such written 
passages in praise of art objects as a standard part of their humanist 
education. Inevitably their new found ability to describe works of art, 
produced a subsequent demand amongst humanist circles for 
paintings which lent themselves to this form of discussion. The 
implications of Guarino's teachings are often noted in the context of 
the Ferrara court, where Guarino spent the final thirty years of his 
life, and in relation to the works of such artists as Pisanello. 90 
However, Guarino's teachings were also known to Venetian and 
Paduan humanists. From 1414 to 1419 Guarino had taught at Venice 
where his pupils included Francesco Barbaro and Leonardo 
Giustinian, both close friends of Donato. Moreover, that ekphrastic 
forms of description came to be commonly applied to the work of 
northern artists is demonstrated both by Ciriaco's response to the 
Deposition of Rogier van der Weyden in 1449, and the inclusion of 
Rogier and Jan van Eyck within Fazio's later De viris illustribus. 91 It 
is perhaps not surprising therefore that Donato and many of his 
contemporaries were tempted to sponsor northern artists during the 
Council of Basel and returned to Italy with a renewed passion for 
International art. 92 Most of Donato's commissions would have 
provided suitable subjects for this type of description, albeit in a 
rather diluted form. To attempt to equate the achievements of 
Peronet Lamy with those of Jan van Eyck or Jacopo Bellini in this 
regard would be inappropriate, but the works of all three artists 
sprang from the same concerns. The higher expression of this form of 
art reached in Italian court circles might have been due to two basic 
factors. Patrons at court could command much larger sums than their 
90See, for example, the comments of Christiansen (1992). 
91Ames-Lewis (1993) discusses the implications of this form of description for the 
popularity of northern art in Italy in this period. 
92Guarino's comments that the visual arts were an ineffective means of celebrating 
personal fame because they were unlabelled and unportable has been interpreted by 
Baxandall in relation to Pisanello's revival of the portrait medal. See Baxandall 
(1965), p. 189. It may be equally appropriate to relate his comments to contemporary 
impulses towards the collection of manuscripts. 
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Venetian and Paduan counterparts. Furthermore the court 
atmosphere was more demanding of its artists and probably exposed 
their works to a greater degree of criticism. Nevertheless, the artistic 
criteria of Donato and his associates were probably closely related to 
those at work in court circles. 
Like so many other figures of his age, Donato's humanistic interests 
did not interfere with his attention to the reform of the church. His 
will of 1445 also made provision for a number of religious 
institutions. Most of his ecclesiastical texts were to be donated to the 
cathedral of Padua or to the high chapel of S. Maria dei Servi at 
Venice, the church in which his closest family had their tomb. 93 
Moreover by the time of his death, Donato's commitment to 
reformed orders had increased at the expense of his humanist 
concerns. A diocesan synod which he convened in 1446 to rectify 
some of the abuses of the church was an early indication of his 
shifting approach to such matters. A codicil to his will of 14 
September 1447, recorded Donato's wavering support for the college 
which he had begun to build. This document gave the executors of 
his will free choice to erect either the college or a monastery to house 
monks of the regular observance. They opted for the latter and at 
their instruction the Certosa of Padua was founded, built and 
furbished. 94 The codicil also gave further donations for the rebuilding 
of the high chapel of S. Maria dei Servi. His donation possibly obliged 
the Servites to grant special burial privileges to his family and this 
may have been the reason for their rejection of his offer in 1450.95 
Donato further continued to commission artistic projects for the 
93Donato's branch of the family had close ties to S. Maria dei Servi. Several tombs 
belonging to members of his close family were once in the church. In particular, the 
church housed those of his father, Maffeo, and three of his brothers, Bartolomeo, 
Nicolb and Giovanni. For the inscriptions see Cicogna (1824 - 61), I, pp. 35 - 91, No. 78, 
67,79 respectively. Bartolomeo's grandson, Girolamo, donated a relic of the cross to 
the church and built an altar there. For its decoration, see Strupp (1993), Ch. 4,3.3, 
Cat. 5. Further see, Vicentini (1920). 
94Sambin (1964) identifies a portrait of the bishop in an altarpiece by Bartolomeo 
Vivarini from the Certosa at Padua. 
95Strupp (1993), p. 181, comments that Pietro attempted to acquire the juspatronatus 
of the high chapel. 
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cathedral. In 1446 a "pictori romagnolo" was paid for completing the 
decoration of the tabernacle of the Eucharist there, a task which had 
originally been given to Francesco Squarcione. 96 Although the work 
itself has not survived, Padovani suggested that this anonymous 
master might be identified as Giovanni Francesco da Rimini, 
inscribed in the Paduan painters guild in 1441-42.97 Giovanni's 
surviving oeuvre betrays a precious, linear late-Gothic style which 
would certainly have appealed to the bishop. This commission, 
possibly Donato's final artistic undertaking, might have been made in 
preparation for his final resting place. Soon afterwards, in October 
1447, Donato was buried in the cathedral of Padua near to the altar of 
St. John the Evangelist. 
The Cornaro Palace Decoration - S. Luca near Rialto, Venice (c. 1432 - 
33? ) 
The 1437 contract between Giovanni da Ulma and Pietro Donato 
reveals that Giovanni's designs for the episcopal palace were to be 
based in part on his earlier work in the Venetian palace of Giovanni 
Cornaro. The brief description contained in this document is the only 
known mention of the Cornaro scheme. The contract stipulated, 
That the said master Giovanni must paint the face of the 
tribune and the whole of the said chapel, firstly above large 
histories as befitting to the place and underneath these, small 
histories arranged in friezes according to the wishes of the 
said bishop and under the small histories, serpentines, 
porphyries and jaspers and filigree work all in oil in the form 
of those of Messer Giovanni Cornaro and my own. 98 
96Lazzarini & Moschetti (1974), p. 144, Doc. XXXIII. 
97Padovani (1971); followed by De Marchi (1996a), esp. p. 59, n. 9; idem. (1996b), esp. 
n. 17. 
98Rigoni (1937), transcribed the document thus, "Item che detto maestro Zuane debbi 
depingier el volto la tribuna et attorno dela capella predicta prima desopra hystorie 
grande come rechede el luogo et desotto le dette hystorie grande hystorie pizole in 
frixi secondo ordenera el detto messer lo vescovo et desotto le hystorie pizole 
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Although the precise wording of the document is ambiguous, it 
suggests that the two cycles were to be similar in the basic elements of 
their design and in their use of the oil medium. A brief consideration 
of this description might serve as the basis for a tentative 
reconstruction of both cycles. First of all, the schemes consisted of 
three distinct levels. The lowest element of each was made up of a 
decorative dado, painted so as to resemble semi-precious stones. The 
work must have resembled the lower border of Giotto's paintings at 
the Arena chapel and this might have been its ultimate source. The 
description of the upper two rows of paintings suggests that they 
coexisted almost in the form of contemporary altarpieces, such as 
Gentile da Fabriano's Strozzi altarpiece of 1423, with large narrative 
scenes standing above smaller narrative friezes. In the context of 
Donato's chapel, dedicated to S. Massimo, an early bishop of Padua, 
the narrative scenes chosen were probably drawn from the history of 
that saint. Until further evidence comes to light it is impossible to 
make such confident statements concerning the subject of the 
Cornaro palace decorations. However, it might still be possible to 
make suggestions regarding their theme based upon a consideration 
of contemporary secular decorative cycles and upon the nature of 
their probable patron, Giovanni Cornaro. 
The identity of Giovanni Cornaro is far from certain. The Cornaro 
clan were the largest and wealthiest family in Venice and there were 
several individuals called Giovanni within their ranks. However, 
one particular member of the family presents himself as a possible 
candidate for the role of patron of Giovanni da Ulma. Giovanni di 
Federico Cornaro 'della Piscopia', was the head of his branch of the 
family and was in possession of one of the most prestigious palaces in 
Venice. His father, Federico, had been a shrewd businessman. 99 In 
1365, Federico loaned the King of Cyprus, Pietro I of Lusignano, sixty 
thousand gold ducats and in return received the fief of Episcopi on 
the island of Cyprus and was raised to the ranks of the Cypriot 
nobility. His actions also brought immediate financial rewards and, by 
serpentini et perfidi et dyaspri et strafori tuto a olio in la forma che sta quelli de 
messer zuan cornaro et meio". 
99See Ravegnani (1983). 
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1379, according to a property assessment of that year, he had become 
the richest man in Venice. 100 His wealth brought with it a great deal 
of prestige and influence, allowing him to forge close ties with 
foreign rulers and to secure a prosperous future for his family. His 
palace at S. Luca on the Grand Canal near Rialto housed diplomatic 
visitors to Venice and became one of the sights of the city. 101 His 
eldest son, Giovanni, heir to this fortune, probably commissioned 
Giovanni da Ulma to decorate this very palace. 102 Giovanni's 
inheritance allowed him to retain the prestige and the rank of his 
father whilst giving him the time to pursue his own interests. In his 
youth he assisted in the family's business and later in life he played a 
minor role in Venetian politics. Most of his time, however, was 
devoted to humanist study. As a result his palace was open to guests 
of a very different kind to those previously entertained by his father. 
In 1433 Giovanni, together with Fantino Dandolo, showed Ambrogio 
Traversari around his palace and library during a tour of Venice. Five 
years later the Sicilian humanist, Antonio Cassarino stayed in Venice 
as Cornaro's guest. Cornaro's interests naturally brought him into 
contact with Donato's circle. The two men probably met at Basel and 
Ciriaco included a joint dedication to both men in his translation of 
St. Gregory of Nazianzus', De septem spectaculis mundi. The frequent 
contact between associates of the two men must have given Donato 
plenty of opportunity to hear of Cornaro's palace. 103 
Cornaro's designs for the decoration of his palace probably depended 
on both his family's noble image and his own humanist leanings. 
The facade of his palace proudly displayed the symbols of his nobility 
- the Lusignan arms accompanied by helmet, sword and motto - 
together with the insignia of Venice personified as justice (P1.66). In 
keeping with this tone, Giovanni da Ulma's decorations might have 
1°°Howard (1980), p. 68, notes that his fortune was 150 000 ducats. 
101The Palazzo Cornaro Piscopia, now the Palazzo Loredan, housed Alberto of 
Augsburg, future Duke of Austria and his retinue in 1361, and a few years later, Pietro 
I of Cyprus. 
102For Giovanni see King (1986), pp. 354 - 355. For notes on the library of Giovanni 
and his son Federico see Billanovich (1962). 
103As discussed above, it is likely that Traversari served as a direct source of 
information concerning the cycle. 
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consisted of narrative histories of a chivalrous, mythological or 
classical nature. Secular palace decorations drawn from all three 
genres are thought to have existed in north-east Italy around this 
time. It was quite common for secular palaces to be decorated by cycles 
consisting of famous men drawn from history or legend. In the hands 
of town councils such a series could be adapted to inspire civic 
virtues. 104 Court rulers used similar cycles in order to proclaim their 
military power or their adoption of chivalrous values. 105 To other 
noble individuals this form of decoration might suggest humanist 
learning or even classical ancestry. 106 
The genre enjoyed a noted popularity in Padua, due partly to the 
writings of Petrarch. 107 In particular, Petrarch's text, De viris 
illustribus inspired an important cycle painted in the 1370s for the 
Sala dei Giganti in the palace of the Carrara dukes at Padua. 108 In its 
original form this scheme included thirty six full length statesmen 
from Roman history, below which were inscriptions and narrative 
104Such cycles were particularly popular among the Tuscan communes. For example, 
in Siena, Taddeo di Bartolo painted a series of famous men in the vestibule of the 
chapel of the Palazzo Pubblico. See Rubinstein (1958). Similarly the Palazzo 
Vecchio in Florence incorporated a series of illustrious figures from Roman history. 
See Rubinstein (1987). 
1050ne such example of this chivalric interpretation of the theme is the series of 
Nine Worthies at the Castello of La Manta in Piedmont, which probably derives 
from French fourteenth-century tapestries. See Joost-Gaugier (1976). 
106Two such cycles of the early fifteenth century are those of the Vitaliani Palace in 
Padua by Uccello and the Orsini Palace in Rome. For these cycles see, Fiocco (1935); 
Ragghianti (1937); Mode (1972). Andrea del Castagno also painted a series of famous 
men and women in the Villa at Legnaia, for which see Joost-Gaugier (1982), with 
preceding bibliography. 
For the parallel revival of famous men cycles as a literary genre see Baxandall 
(1964); Murray (1957); Krautheimer (1956), pp. 12 - 15. 
107Joost-Gaugier (1976), p. 186, also suggests that Greek scholars settling in Padua 
might have inspired the resurgence of this tradition. 
108See Mommsen (1952). Petrarch first began to write the book in the 1330s and 40s 
and although he worked upon it intermittently through his life, the work was 
actually completed by his pupil Lombardo della Seta in 1379 following Petrarch's 
death. 
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friezes detailing salient episodes from their lives-109 The subject 
became newly fashionable within Paduan humanist circles during 
the 1430s. This decade witnessed both the commission of Paolo 
Uccello's famous men cycle at the Casa Vitaliani and Gianfrancesco 
Capodilista's compilation of an elaborate manuscript recording 
famous individuals from his own family. 110 Giovanni Cornaro's 
cycle might have taken its inspiration from the classical histories of 
the Carrara decorations. A similarly antique theme was adopted for 
the decoration of another Cornaro palace, belonging to a rival branch 
of the family, seventy years later. Around 1505, Francesco Cornaro 
commissioned a series of grisaille narrative friezes depicting the 
Triumph of Scipio to decorate one room of his palace at S. Polo. It is 
likely that the subject matter of this sixteenth-century scheme was 
designed to reinforce Cornaro claims that the family was descended 
from the Cornelia clan of ancient Rome, of which Scipio Africanus 
was the most famous member. 111 
Alternatively, the subject of Giovanni da Ulma's Cornaro cycle might 
have been drawn from classical mythology. That at least one scheme 
of this type existed in north-east Italy in the second half of the 
fifteenth century is demonstrated by three large panels held at the 
Walters Art Gallery in Baltimore, depicting episodes from the life of 
Helen of Troy (Pl. 67). 112 Although of unknown provenance the 
panels appear to be the work of a master from the shop of either 
Antonio Vivarini or Francesco Squarcione and to date from the 1470s 
or 80s. Both the subject matter and format of the works indicate that 
they once functioned as spalliere paintings, designed to decorate a 
109Mommsen (1952) reconstructed the cycle based upon early descriptions and a series 
of narrative miniatures from a manuscript version of Petrarch's text owned by the 
Paduan Papafava family. 
110For the Capodilista manuscript see Salmi & Blason Berton (1972). 
111The two surviving panels from this series are the Cult of Cybele by Andrea 
Mantegna at the National Gallery in London, for which see Davies (1951), pp. 256 - 
264, and Scipio and the Iberian Hostages by Giovanni Bellini. The cycle is discussed 
by Braham (1973); Brown (1974); Knox (1978). 
112The Helen panels are discussed by Zeri (1976), pp. 237 - 242; Joost-Gaugier (1976). 
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domestic interior. 113 The 'Master of the Stories of Helen' was also 
responsible for a second programme designed for such a secular 
setting. Though similar in style to the Helen panels, this second series 
is quite different in nature, since it is composed of allegorical 
narratives drawn from courtly and chivalrous romantic literature. 
The precise meanings of the three extant panels associated with this 
cycle -a woman with a unicorn, two companion scenes apparently 
showing the Garden of Love (P1.68) - are difficult to ascertain though 
they perhaps represent such themes as fidelity and chastity, subjects 
suitable for the apartments of a newly married couple. 114 A fourth 
and closely related class of secular palace decoration was concerned 
with occupations rather than events. This type of decoration depicted 
aristocratic activities such as hunting, dancing or court games. 
Examples of this type of painting survive in the Torre dell'Aquila at 
Trento, the Palazzo Communale at San Gimignano and similar 
decorative cycles are recorded from the Gonzaga palace at Mantua. 115 
Although we cannot certainly discount the possibility that this type of 
cycle once existed in the Cornaro palace at Venice, it is difficult to 
imagine how images of this kind would have corresponded to the 
lifestyle of their patron or with the Venetian ethos of patrician 
behaviour. 
An impression of the physical appearance of the Cornaro scheme 
might further be ascertained through a consideration of Giovanni 
Cornaro's other artistic projects. In fact, the other known 
commissions associated with Giovanni indicate that he was a 
discerning art patron. The most important project for which his 
branch of the family were responsible was their family chapel at S. 
Maria dei Frari. The chapel has a complicated history. 116 It is first 
mentioned in the 1361 testament of Giovanni's father, Federico, 
113For observations concerning the Tuscan equivalents of these north Italian panels 
see Barriault (1994). 
114For this second cycle see, Joost-Gaugier (1976); Watson (1979), esp. p. 123; Payne 
(1994); Hoff (1995), pp. 250 - 252. Joost-Gaugier correctly associates the two cycles 
with two panels showing antique warriors. 
115This type of secular decoration is discussed by Martindale (1981). 
116Little research has been carried out concerning the chapel at the Frari. For a 
summary of its known history see Wolters (1976), pp. 276 - 77, Cat. 234. 
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which stipulated that he wanted his burial chapel to be built at the 
Frari and left three thousand ducats for this purpose. 117 In order to 
found the chapel Federico had also given a donation to assist with the 
building of the church itself. Despite the size of his endowment and 
his death in 1382, building work at the chapel did not begin for forty 
years. The rate of progress on the project under Giovanni's guidance 
is not known but it seems to have advanced quite slowly. The first 
artistic embellishment to be put in place, a lunette above the exterior 
entrance to the chapel, is commonly dated to around 1430 (P1.69). The 
work has been the subject of a wide range of attributions but its high 
quality and remarkable sensitivity to its subject suggests a relation to 
the sculpture of the Mascoli altarpiece. 118 This important 'Mascoli 
Master' practised a style close to that of Ghiberti. The lunette 
demonstrates a commitment to linear delicacy close to the most 
accomplished work of the International Gothic movement, combined 
with a liveliness of action and an awareness of the human condition, 
characteristic of newer trends. Giovanni Cornaro's selection of this 
artist demonstrates his shrewd eye for quality. His commission was 
governed both by a sense of propriety and by an awareness of recent 
artistic developments. Presumably his choice of Giovanni da Ulma 
for a contemporary project in his private palace depended upon 
similar stylistic considerations. 119 The Cornaro Lunette in its pristine 
117Federico's 1361 testament is partly transcribed by Paoletti (1893), I, p. 50; p. 89, 
Doc. 2. It is possible that the chapel was founded by Federico's brother, Marco. In his 
1378 will, Federico requested to be buried "accanto a" his brother in the Frari. This 
foundation would also explain the chapel's dedication. 
118The many attributions are discussed by Wolters (1976), Cat. 234. Most scholars 
favour a Tuscan master. Wolters attribution to the Mascoli Master seems entirely 
reasonable and has been generally accepted. 
119Later artistic undertakings in the interior of the chapel suggest a similar 
approach. Two of the family's commissions remain in situ at the Frari: the monument 
to Federico Cornaro, attributed to a follower of Donatello with fresco additions by a 
follower of Mantegna probably dating from the 1460s or 70s; Bartolomeo Vivarini's 
St. Mark altarpiece, signed and dated 1474. Although neither project was 
commissioned by Giovanni, both demonstrate an awareness of Paduan art which was 
adopted by the following generation of humanist patrons. It is notable that 
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state - newly polychromed and gilded - is possibly our closest guide to 
the style of Giovanni's work in the 1430s. 
Conclusion 
This brief exploration of Giovanni's earliest known work forms the 
natural preamble to any consideration of his working relationship 
with Antonio during the 1440s. It should be noted that Giovanni was 
already a well established artist by 1437. In that year he began work 
upon a significant project for one of the most (if not the most), 
prolific art patrons of the senior generation in Padua and north Italy. 
Prior to this date he had completed a commission for one of the 
richest (if not the richest), individuals in Venice. His employment by 
these men demonstrate that his work ranked alongside that of the 
leading masters then active in the Veneto; Giuliano da Firenze 
(goldsmith), the Mascoli Master, Pietro di Niccolb Lamberti 
(sculptors) and the Pietro Donato Master (miniaturist). 
From this evidence there can be few doubts that Giovanni was the 
leading artist of the later partnership. Furthermore, we might guess at 
his reasons for going into business with a young and apparently little 
known painter. It is probable that by 1440 Giovanni's renown had 
created a demand for his art which could no longer be satisfied by a 
single master of mature years. Already in 1437 he employed an 
apprentice. Certainly, he could not so effectively have dominated the 
Venetian altarpiece market during the 1440s without the help of a 
committed assistant. Antonio must have presented himself as a well 
qualified candidate for this post. Not only was he a talented painter in 
his own right but his sister was unattached and of marriageable age. 
Giovanni and Antonio's sibling were certainly married before 1448. 
The wider interests of Giovanni's patrons might also prove 
informative concerning the connotations of his style of art in early 
Quattrocento society. In this respect it should be noted that wealth 
and prestige were not the only attributes shared by Giovanni's 
Giovanni's heirs returned to the Vivarini shop, the inheritors of Giovanni da Ulma's 
business, for a second commission some forty years after the earlier project. 
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patrons; Donato, Cornaro and Raffaello Fulgosio were leading 
members of the first generation of north Italian humanism. The 
available evidence suggests that their scholarly pursuits affected their 
taste in art in two ways. Firstly, their commissions incorporated new 
techniques of naturalistic representation to which they were able to 
respond with well rehearsed antique formulae. This naturalism 
manifested itself through a love of encyclopaedic detail by which to 
recreate a microcosm of the real world, and through an attention to 
the properties of natural objects and beings - shape, form, texture and 
the natures of humans and animals - all portrayed by the pictorial 
manipulation of light and space. Secondly, their taste took on a more 
international character due to the influence of their humanist 
contacts. Through their shared passion for antiquity men from all 
over Italy and Europe were able to communicate in new ways and on 
new subjects. The opportunity for contact was facilitated in this 
period by events in the political arena. Most notably, the church 
councils of Basel and later of Ferrara and Florence made international 
contact of this kind hard to avoid. A large body of surviving 
correspondence and the travels and contacts of figures such as Ciriaco 
d'Ancona demonstrate the extent of this movement. Although there 
is little written evidence to substantiate the claim, it is probable that 
one of their many topics of discussion was art. It is tempting to 
suggest that the documented Florentine contacts of Donato and 
Cornaro were the sources through which the two Venetians came to 
appreciate the merits of Florentine craftsmen and sought to employ 
them. Moreover, their selection of Giovanni himself, an artist of 
German extraction, was probably affected by their humanist contacts 
from beyond the Alps. Pietro Donato demonstrated his admiration 
for the art of southern Germany on more than one occasion. 
These circumstances provided the foundations for the future success 
of Giovanni's art. Throughout his partnership with Antonio he 
capitalised upon his early achievements, both by maintaining his 
contacts with wealthy and well educated Venetian patricians and by 
keeping abreast of artistic ideas transmitted from centres outside the 
Veneto. 
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Section III. The Patrons of the Vivarini Shop 
Chapter 5 
Consolidation: The Partners in Venice 1441-1446 
Introduction 
In the first seven years of the 1440s, Giovanni and Antonio between 
them completed ten documented projects, a number of 
miscellaneous panels and probably several more unrecorded and lost 
works. 1 This prolific output is proof enough of the popularity of their 
art. It also suggests reasons for Giovanni's recruitment of a full-time 
business partner. 
The surviving evidence indicates that Giovanni and Antonio formed 
their partnership around 1440-41. ' Prior to this date, our latest 
reference to Giovanni is the contact he signed with Pietro Donato in 
February 1437. Antonio's earliest known work is the Parenzo 
The ten documented projects are the nine works discussed in this chapter plus the 
Parenzo polyptych by Antonio alone. Although the documentation is sometimes 
vague, there is good reason to suppose that all ten date from these years. This will be 
discussed at greater length below. An eleventh project, an altarpiece in the church of 
S. Cosmo e Damiano of 1446, is often included amongst chronologies of the Vivarini 
shop, including that of Pallucchini (1962), p. 89. However, although the altarpiece 
was recorded by Sansovino in 1581, his attribution was categorically refuted by 
Martinioni in his later additions to Sansovino's text. See Sansovino (1581), ed. 1663, 
p. 254. For the numerous miscellaneous panels which have been attributed to these 
years on grounds of style, see above, Ch. 1. Particular mention should be made of the 
Baltimore St. Jerome panel signed by Giovanni alone and dated 8 July 1444 (Pl. 70). 
This work is discussed at some length by Zeri (1971). 
Many other works which are mentioned fleetingly by the earliest guides have been 
omitted from the present study. They are most often described as works by the school 
of Murano and were found in less prestigious island churches such as those of Burano or 
Torcello. As such they were almost certainly products of a later period in the history 
of the Vivarini shop. In the second half of the fifteenth century the Vivarini shop 
trained a significant number of pupils and spawned several imitators of their style. 
The work of these artists satisfied the more conservative tastes of provincial 
markets. 
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polyptych of 1440 which he alone signed. It is possible that Antonio 
was trained by Giovanni and that he might be identified as 
Giovanni's garzone mentioned in the 1437 contract. 2 Certainly by 
1440 Antonio was apparently of sufficient age to practise 
independently of his master and shortly after his completion of the 
Parenzo polyptych Giovanni recruited him as an equal partner in his 
business. The partnership was to remain in place until the death of 
Giovanni in 1450. 
During the first six years of its existence the partnership operated 
from a workshop in Venice. The inscriptions of their earliest works 
indicate that the partners originally worked from Murano. By 1446 
the shop appears to have moved to premises in the district of S. 
Maria Formosa. Over this short period the shop was prolific in its 
output and many panels are attributable to the partners from these 
years. However, several paintings are the fragmentary remains of 
larger altarpieces and are without known provenance. This chapter is 
limited to the study of nine projects painted for a Venetian audience 
between 1441 and 1446. Several of these works have not survived but 
can be considered here due to the existence of records and other 
circumstantial evidence concerning them. Although it is impossible 
to comment on the appearance of these lost works the surviving 
oeuvre suggests that the shop style changed little over these Venetian 
years. This fragmentary approach has proved to be the most 
satisfactory for a study of the patrons of the Vivarini shop. 
The prestigious nature of the commissions received by the Vivarini 
partners in these years indicates that they were the leading painters in 
Venice at this time. Although our knowledge concerning the 
activities of their leading rivals in the 1440s is far from 
comprehensive, it is sufficient to allow the suggestion that these 
artists made less important contributions to the Venetian art market 
in these years. Jacopo Bellini spent much of the period in court 
circles; in Venice itself his most important commissions were 
narrative cycles for Venetian scuole. Michele Giambono was nearing 
the end of his life; by 1447 he was reduced to painting copies of more 
2Rigoni (1937). The contract specifies that Giovanni, "cum un suo garzone", would live 
in the episcopal palace until the work there was complete. 
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prestigious altarpieces by the Vivarini partners. 3 His paintings from 
this period demonstrate an effort to assimilate their style, presumably 
in response to market forces. 
The St. Jerome Altarpiece - S. Stefano (1441) 
The early guide books to Venice record two altarpieces by the 
Vivarini partners in the church of S. Stefano in Venice. The earliest 
was the St. Jerome altarpiece (P1.2) which was once signed and dated 
1441.4 The essential iconography of the altarpiece was described by 
Ridolfi thus: 
Furono opere loro la tavola di San Girolamo posta ä mano 
manco nella Chiesa di santo stefano alla porta del campo, 
entrovi San Girolamo in piedi con diverse figure, divise in 
partimenti e nostra Donna nella sommita col bambinos 
This description allowed Leo Planiscig to identify the altarpiece as 
that which he found in the Castello del Catajo, near Padua, in 1922.6 
The altarpiece, today in the Kunsthistorisches Museen in Vienna, 
lacks its original frame which incorporated the signatures of the 
painters and of the frame maker, Gasparo Moranzone, together with 
31n 1447 Giambono was commissioned to make a copy of an altarpiece by the Vivarini 
partners for the church of Sant'Agnese in Venice. Details of this project are given in 
Ch. 1 of the present study. 
4The second altarpiece mentioned is that of St. Monica for which see the entry below. 
5Ridolfi (1648), ed. 1914, I, pp. 37 - 38. The altarpiece is also described by Sansovino 
(1581), ed. 1663, p. 129: "Et in Chiesa alla destra la palla di San Hieronimo di 
Giovanni, et Antonio Vivarini the furono 1'anno 1441, e 1'intaglio dell'altare fu fatto 
da Gasparo Moranzone. Et alla sinistra la palla di Santa Monica, nella quale si 
veggono diversi habiti antichi di Vinitiani, de medesimi Vivarini", and by Boschini 
(1674), Sestier di S. Marco, p. 90, repeats this information; inside Santo Stefano, "vi 
sono poi due Altari, uno di S. Girolamo, e l'altro di Santa Monica, tutti due del 
Vivarini". 
6Planiscig (1922 - 23). 
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the date, 1441.7 The polyptych consists of two registers, each 
containing three panels. Below, three full-length figures - St. Jerome 
in the centre, flanked by St. Mark and St. Ambrose - stand upon stone 
pedestals and within shallow niches defined by low stone walls. 
Above them a half-length Madonna and Child is depicted between St. 
John the Baptist and St. Anthony of Padua. The painted panels are 
notably and uncharacteristically lacking in decoration. The robes of 
only two figures, SS. Mark and Ambrose, incorporate decorative 
trimmings and in each case these are painted rather than gilded. 
Furthermore, the settings of the saints are also particularly sparse; 
their pedestals lack decorative carvings or inscriptions and they stand 
before fields of gold rather than exuberant foliage. In fact, the 
polyptych is the least Gothic of all the collaborative works painted by 
the partners. 
The altarpiece originally stood in the chapel of St. Jerome, located on 
the right side of the church, by the south door leading to the Campo 
S. Stefano (Pl. 71). 8 Changes in liturgical practices in the church in 1733 
7Sansovino (1581), ed. 1663, p. 129. For Moranzone see Paoletti (1893), I, p. 80; Connell 
(1988), p. 39. Niero (1978), remarks that Moranzone executed some wooden decorations 
in the chapel of St. Jerome c. 1469. He speculates that this might be the sculpture of 
St. Jerome located in the sacristy. He does not quote his source for this information 
and I have been unable to locate the figure (presumably a wooden statue) which he 
mentions. Due to the prominence of Moranzone's name and the emphasis given to his 
participation by the early commentators it should be presumed that the original 
frame was rather more spectacular than that now in place. 
8The altar is recorded in this position in the apostolic visitation of 1581: Rome. 
ana pnglg one aei Lon ones Anc 
f. 84r. (I am grateful to Professor Peter Humfrey for drawing my attention to this 
document). For the circumstances of the 1581 visitation see Tramontin (1967). This 
location is also specified by Ridolfi (1648), ed. 1914, I, pp. 37 - 38. Some sense of the 
size of the chapel space might be gained from a document of 1483 referring to the 
chapel which belonged to the confraternity of German cobblers dedicated to the 
Annunciation in the same church. At this date the chapel of the Annunciation was 
described as, "latitudinis tredecim pedum quantum tenent columnae ipsius capellae; 
longitudinis vero a pariete qui est post ipsum altare usque ad gradum magnarum 
columnarum ecclesiae Sancti Stephani, qua quidem longitudo est vigintitrium pedum 
iam facta mensura coram me notario infrascripto.. ". This document, ASV S Stefano. 
132 
resulted in the rededication of the chapel to St. Monica and the 
removal of the St. Jerome altarpiece to the refectory. 9 The altarpiece 
must have been purchased by Tommaso degli Obizzi for his 
collection at Catajo towards the end of the eighteenth century. From 
here it passed to the collection of Duke Ercole III d'Este and finally to 
Vienna. 10 
The patronage rights of the St. Jerome chapel belonged to the 
Venetian patrician family of da Molino. Although the documents 
regarding the commission of the altarpiece are almost certainly lost 
we can be fairly confident in our identification of its patron due to the 
survival of other documentary and circumstantial evidence. 11 The 
archival records of S. Stefano must at one time have included quite 
detailed records of the St. Jerome chapel. However, this 
documentation has not survived - all that remains is an empty folder 
entitled "Altar di Gieronimo - Ser. Marco da'Molino". 12 An 
b. 31. processo. CCCCXXX. c. 22, is quoted by Moretto Wiel (1997), esp. n. 11. The 
chapel space was probably bounded by benches or balustrades placed perpendicularly 
to the nave. 
9For the most detailed history of the church, including a summary of the eighteenth- 
century changes see Apollonio (1911). The memory of the former dedication to St. 
Jerome was preserved in the new St. Monica altarpiece painted by Antonio Pellegrini. 
See Nicolai (Memorie): "I quadro di S. Monica... del Sig. Antonio Pellegrini.. sarebbe 
pur stato Podevole avvedimento it mantenere in questo Altare la memoria di S. 
Girolamo, per ischivar la censura the non siasi avuto riguardo ne al culto, the merits 
quelli insigne Dottore di Chiesa Santa, ne alla pia intenzione de primitivi Religiosi 
di questo Monastero, ne in fine ai monumenti the fanno menzione dell'Altare di S. 
Girolamo in questa Chiesa di S. Stefano". 
10Concerning Obizzi and Ercole III d'Este see Planiscig (1922 - 23); Fiocco (1948); 
Callegari (1997a). 
11Nicolai (Memorie) identified the da Molino family as the patrons of the chapel 
and altarpiece. He was followed by Apollonia (1911). 
12Nicolai's information is certainly based on records once in the archive of S. Stefano. 
There still exists a folder labelled "N. CCCCLXV - Altar di Gieronimo S. Marco 
da'Molino" (ASV, S. Stefano, b. 33, Processo da Molin Marco, N. 465). Nicolai's 
information was probably based upon this folder. It was possibly already empty in 
the late eighteenth century when Nicolai was writing. This would explain his 
uncharacteristic lack of information in regard to the altar. This folder has also been 
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indication of the information once contained here can be gained from 
a copy of the final testament of Marco da Molino, son of Marino, 
contained among the papers of the Procurators de Citra. 13 The 
testament, of January 1448 provides significant information regarding 
the funding of the chapel in the 1440s. It concerns measures for the 
chapel's upkeep and details of masses to be said for the deceased 
members of the da Molino family. Although this will does not 
mention the altarpiece directly, responsibility for the decoration of 
the chapel in the early 1440s must have fallen to Marco. Surviving 
genealogies reveal him to have been head of the Molino D'Oro 
branch of the family in this period. 14 This branch had probably owned 
the rights to the St. Jerome chapel for some generations. Descriptions 
of the church record the tomb of Polo da Molino, Marco's 
grandfather, in the cloister. 15 Marco's will stipulates conditions for 
the future use of this tomb. Moreover, that the chapel came under da 
Molino ownership during Polo's lifetime is suggested by references 
throughout Marco's will to "misser polo e de i suoi morti" when 
indicating his own branch of the family and those responsible for the 
chapel. 16 Marco's more prestigious seventeenth-century descendent, 
Doge Francesco da Molino, built a second family tomb in the church 
identified by Moretto Wiel (1997). A second folder entitled Mansionaria di Molin 
(ASV, S. Stefano b. 11a, p. 78) contains nothing of significance for our understanding of 
the altarpiece. That the altarpiece was the result of a commission by an individual 
entitled Marco is strengthened by the identification of the lower left saint as St. 
Mark; suggested by Planiscig (1922b) and accepted by Pallucchini (1962), Cat. 6. The 
importance of St. Mark in the context of any Venetian altarpiece should not be 
overlooked. 
13ASV, Procuratori di S. Marco de Citra b. 211. 
14Barbaro (Arbori), Vol. V, p. 232. 
15Cicogna (Intorno); "In una delle celle dello stesso chiostro 6 1'urna di Paolo Molin 
del secolo XIV, incassata nel muro". 
16For example, Marco's will stipulates, "Item the sia dado al monasterio de S. 
Stefano soldi. x. de... cum questa conditione sia celibrado una messa in el ditto luogo 
over in la giexa per anema del dito misser polo e di i suoi morti, a the ogni anno 
debiano cantare i frati del dito luogo messe duo conventual per anema del dito misser 
polo e de i suoi morti". ASV, Procuratori di S. Marco de Citra b. 211. 
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cloister. 17 Marco was made Procuratore de Supra in place of Leonardo 
Mocenigo in 1442.18 He died six years later. Other information or 
future sources to consult regarding Marco have yet to be found. 19 
The iconographic scheme of the altarpiece provides visual 
confirmation of this early history of the chapel and altar. Marco da 
Molino, the patron of the altarpiece, was honoured by the 
representation of his name saint in the lower register. Likewise, the 
half length figure of St. Anthony of Padua in the upper tier was 
probably included as a reference to Marco's younger brother, 
Antonio. 20 However, the dedication of the altar and the selection of 
St. Jerome, the chief protagonist of the altarpiece, together with SS. 
Ambrose and John the Baptist, indicate that the Augustinian Hermits 
of S. Stefano were responsible for the foundation of the altar and that 
they continued to influence the decorative schemes within their 
church. All three saints were particularly venerated by the Order. St. 
Ambrose was responsible for Augustine's conversion and baptism. 
Moreover, according to apocryphal legend, St. Jerome visited 
Augustine in the form of a heavenly apparition on two occasions. 
During the second vision Jerome was accompanied by St. John the 
Baptist. 21 
By commissioning an altarpiece and perhaps other decorations for his 
chapel, Marco was probably responding to other developments 
within S. Stefano in the early fifteenth century. The church 
underwent a programme of substantial rebuilding work in the first 
17Sansovino (1581), ed. 1663, p. 133. Martinioni records the inscription as: "Angusto 
hoc Clauditur Cippo, cuius augustam/ Noncapit orbis famam/Dominicus Molinus/ Qui 
conservanda Reip. Maiestate, Pronehendaq. / Litterarum gloria nunquam qui euit. / 
Frati Dulcissimo/ Franc. D. M. Proc. / Maestissimus pos. / Obijt Dec. fex. Kalendas 
Decemb. MDCXXXV/ Vixit annos LXII. dies XXVI. ". Nicolai (Memorie), N. 1, 
repeats the inscription, adding that Francesco was also buried there in 1655. 
18Recorded by Barbaro (Arbori), Vol. V, p. 232. See also, Istoria e serie de'Procuratori 
di S. Marco, f. 34. 
19Some da Molino marriages of the period are recorded by Giomo (Indici). 
20Barbaro (Arbori), Vol. V, p. 232. 
21 For an account of these apparitions and their artistic manifestations see Roberts 
(1959). 
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half of the century which was completed in October 1443.22 The 
building adopted its gothic form, including its keel vaulting and its 
triple apse structure, during this campaign. Other detailing such as 
nave and aisle frescoes and surviving facade sculptures have also 
been dated to this period. 23 The 1430s and 40s witnessed a crescendo 
of activity in the church. This was partly the result of the near 
completion of the rebuilding work, but developments in the 
organisation of the resident Augustinian Hermits were also 
influential. For instance on 17 June 1437 S. Stefano became part of an 
internal programme of observant reform which had been gaining 
impetus in. Italy from the beginning of the century. 24 The reform 
movement of the Augustinian Hermits won papal favour and the 
cults of two new Augustinian saints were subsequently promoted 
around mid-century; St. Monica was reintroduced into Augustinian 
legend from 1430 and St. Nicholas of Tolentino was canonised in 
1446.25 The altars dedicated to these saints formed part of a rush of 
new foundations mostly dating from the 1430s and 40s. Several altars 
were sponsored by confraternities at this time. The confraternity of 
the German bakers was present at its altar dedicated to St. Catherine 
from 1433.26 They were joined by the brotherhood of St. Augustine in 
1434, that of St. Monica from around 1440, of St. Nicholas of 
22Niero (1978), p. 2, records that rebuilding work began on 30 June 1407 and was 
completed on 13 October 1443. The later date is inscribed on the apse wall of the 
cappella maggiore, for which see De Angelini Baldi (1992), p. S. 
The most thorough review of critical opinion concerning the date of the building 
and decoration of S. Stefano is that of Moretto Wiel (1997). See also Niero (1978) for 
a comprehensive preceding bibliography. 
24Walsh (1972), p. 254. It should be noted that Walsh pays almost no attention to the 
part played by S. Stefano in this wider movement. 
25For the cult of St. Monica and its repercussions at S. Stefano see below. The sacristy 
journal of S. Stefano apparently recorded a large celebration following the 
canonisation of St. Nicholas of Tolentino. See Nicolai (Memoria), p. 25; Apollonio 
(1911), p. 18. 
26The confraternity of German bakers is known by several titles - Prestinai tedeschi, 
Pistori tedeschi, Fornai tedeschi. The scuola founded a hospital for the poor of their 
craft at S. Samuele in 1433. See Apollonio (1911), p. 13; Moretto Wiel (1997), n. 24. 
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Tolentino in 1447 and by the confraternity of the Arsenale workers in 
1454.27 
The work of these lay groups must have made S. Stefano a very 
important centre of religious activity and it was not long before the 
institution attracted the attention of important patrician donors. The 
earliest family altar of this status was probably that belonging to the 
Zorzi clan. Although the first known details of their activity at the 
altar date from 1588, it is possible that they enjoyed dual patronage 
rights from an earlier time. 28 The altar also served as the focus of 
devotion for the confraternity of St. Stephen, which began to transfer 
its activities to a meeting house in the campo close to S. Stefano in 
1432.29 The continued patronage of the scuola at the altar into the 
sixteenth century might indicate that it was used by the confraternity 
under the generous allowances of its Zorzi owners. 30 By 1438 a second 
27For the confraternity of St. Nicholas see Appolonio (1911), p. 18; for that of St. 
Augustine, Nicolai (Memoria), p. 30; for the Arsenale workers (Calafati), see Moretto 
Wiel (1997), pp. 250 - 252 for recent suggestions concerning their altarpiece. For the 
cult of St. Monica see below. The Scuola dei Caleghari (or calzolai) tedeschi also 
owned an altar at S. Stefano. It was dedicated to the Annunciation and had been 
founded in the late fourteenth century. Rebuilding work took place in the fourteen 
eighties but the scuola was apparently not involved in the rush for renovation during 
the 1430s and 40s. 
28Nicolai (Memorie) records an inscription of 1588 commemorating the rebuilding of 
the altar by Anna Cristina Zorzi in that year. The inscription mentions an earlier 
rebuilding in wood by her father, Antonio Zorzi. The Zorzi family cannot be 
associated with the altar before this time with any certainty, though in his will of 
30 June 1407, Nicolö Zorzi left a substantial bequest to provide for the repair of the 
church. For this bequest see Paoletti (1893), p. 46; Moretto Wiel (1997), n. 12. 
29For the confraternity of St. Stephen see Apollonio (1911), p. 17. According to 
Gramigna & Perissa (1981), p. 55, its meeting house was enlarged and a chapel 
constructed there in 1473. However, the brothers apparently continued to sponsor 
their altar in S. Stefano. Their meeting house was later decorated by Carpaccio and 
others; see Brown (1988), pp. 296 - 298; Pedrocco (1981); Merkel (1981). 
30Humfrey & Mackenney (1986), App. No. 60, record a commission by the scuola at 
the altar in S. Stefano in the 1510s. The dual patronage rights suggested here were 
also enjoyed by the confraternity of St. Nicholas of Tolentino at an altar owned by 
the Corbelli family, for which see below. 
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altar had come under the protection of a wealthy family; in his will of 
11 July of that year, Giacomo Bernabo de Catenacci di Montepulciano, 
a Lucchese merchant, left one thousand ducats worth of investments 
to provide a yearly sum for the church and instructions for his burial 
in his family chapel there dedicated to the Madonna. 31 The pace of 
change quickened slightly in the late 1430s and early 1440s and 
Bernabö's actions were promptly followed by the foundation of an 
altar by Andrea Corbelli in 1441.32 
It is significant that Marco da Molino's attention to his family chapel 
happened at exactly this time apparently in direct competition with 
families such as the Zorzi, Bernabo and Corbelli, and in response to 
the decoration of neighbouring confraternity altars. 33 Certainly 
Bernabo and Corbelli were significant members of Venetian society 
whose achievements might have threatened to diminish Marco's 
own importance. Bernabo was an accomplished and wealthy 
merchant; by his death he had amassed sufficient capital to set aside 
one thousand ducats for his burial and further sums to fund 
anniversary masses for his soul. He also bequeathed eight thousand 
ducats to the Scuola di Madonna della Misericordia and founded a 
31For Bernabö see Apollonio (1911), p. 11. His will is published in Paoletti (1893), p. 
178, Docs. 89 - 90 and again in Wilk (1978), Appendix B, p. 208. His stone tomb is 
preserved today in the church of S. Maria della Salute. 
32The Corbelli documents are discussed by Strupp (1993), esp. Ch. 4,3.5; Moretto Wiel 
(1997), p. 246. 
33It is possible that the Augustinian Hermits of S. Stefano were pushing for the 
embellishment of their church in these years, encouraged no doubt by the attention of 
important visitors such as Francesco Sforza in 1439 and again in 1442 and by the 
activities of rival orders in the city. For details of the Sforza visit see Nicolai 
(Memorie), and below. Marco was concerned with the provision of instruments 
necessary for appropriate worship. His will initiates the manufacture of a new 
chalice for his family chapel, "Noto the conciosia el sia complida e formata per miei 
et per me la capella de Sancto Jeronimo in la giexia de S. Stefano de eremitani et the 
solo mancha uno calexe, voio classo the ne sia comprado uno dargento dorado de prexio 
de ducati xx. el qual sia messe in la sagrestia del dito monasterio a nome dela dita 
capella e far server in la dita sagrestia quelo esser deputado per la sopra dita capella 
de Sancto Jeronimo". ASV, Procuratori di S. Marco de Citra b. 211. 
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second altar at S. Giovanni Crisostomo. 34 Andrea Corbelli had 
amassed comparable honours having been appointed count palatine 
and knight by Emperor Sigismond in 1434.35 Marco himself was 
certainly no less distinguished and was capable of dealing with large 
sums. His will left an investment of fifteen hundred ducats to 
provide for a second series of family masses at the church of S. 
Paolo. 36 In 1441 Marco must have been at the zenith of his prestige; 
the following year he was made Procuratore de Supra, an office and 
honour second only to that of doge. 
The S. Moise Triptych - S. Moise (c. 1442) 
Our knowledge of the existence of an altarpiece by the Vivarini shop 
in the church of S. Mois6 depends entirely on the description 
provided by Boschini in 1664: 
Prima, the si arrivi alla Capella del Santissimo, vi 6a mano 
sinistra, una Tavola d'Altare antico posticcia, in tre 
comparti; nel mezzo la B. Vergine sedente col Bambino; all 
destra li Santi Girolamo, e Pietro; alla sinistra San Francesco 
e San Marco; opera di Antonio da Murano. 37 
Following Boschini's iconographic scheme the three panels were 
identified by Pudelko in 1937.38 Pudelko's reconstruction, 
unanimously accepted by later commentators, combined the 
34Paoletti (1893), p. 178, Docs. 89 - 90; Wilk (1978), pp. 85 - 144, Appendix B, pp. 208 - 
212 discusses the commissions at S. Giovanni Crisostomo and provides documentation 
for them. 
35Strupp (1993), Ch 4,3.5; Moretto Wiel (1997), p. 246 
36ASV, Procuratori di S. Marco de Citra b. 211, "Item lasso ducati millecinquecento 
d'imprestito del prode del quale se debia teguire uno mansionario chi lega et celebra 
ogno di messa in la giesia de messer sancti Pauli". 
37Boschini (1664), p. 104. 
38Pudelko (1937b). Pudelko corrected the earlier reconstruction suggested by Crowe 
and Cavalcaselle which had grouped the two wings, now in the National Gallery in 
London, around the Madonna of the Poldi-Pezzoli Gallery in Milan. See Crowe & 
Cavalcaselle (1871), I, p. 29. 
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Madonna and Child Enthroned, today in the Church of S. Tomaso 
Cantauriense in Padua, with two side wings in the National Gallery 
in London (P1.5). 39 The central panel depicts the crowned Madonna 
seated on a richly ornamented throne and supporting the standing 
Christ Child upon her knee. To the left she is accompanied by SS. 
Peter and Jerome and to the right by SS. Mark and Francis. All six 
protagonists stand upon ornately shaped, decorated and inscribed 
stone pedestals and in front of a low wall decorated with gothic 
tracery. Despite the rich decoration and pastiglia work on the 
Madonna's crown and St. Peter's keys, the figures are not placed 
against a gold background but they stand before a high rose hedge and 
an ultramarine sky. The triptych is notably innovative. The painters 
have endowed their forms with a remarkable degree of plasticity and 
their creation of a shallow ledge space is totally convincing. 
Furthermore, although the three panels were almost certainly once 
separated by an exuberantly carved and gilded frame, the 
continuation of elements across all three panels - pedestals, wall and 
hedge - create the effect of real space behind the framing elements. 
Boschini's location of the altarpiece close to the chapel of the Holy 
Sacrament, to the left of the high altar, also provides the key to 
tracing its history. Although this chapel has been dedicated to the 
Sacrament since the early sixteenth century, it was built in the first 
half of the Quattrocento on the instructions of Marco Dandolo, son of 
Benedetto, to serve as the private chapel for his branch of the 
Dandolo clan. 40 Two groups of documents inform us of the chapel's 
history. Firstly, the will of Marco Dandolo dated 2 October 1443 
indicates the chapel's foundation and origins. 41 This document very 
39The two wings are discussed by Davies (1961), pp. 559 - 560. See also Beltrame 
(1974); idem. (1984). 
40The only existing comprehensive history of the church is that of Coleti (1758). A 
brief building history is given in Franzoi & Di Stefano (1976), pp. 318 - 321. In this 
position the chapel must have been opposite the Dandolo palace which occupied the 
space between the calli Giustinian (or Ridotto) and Vallaresso and had been 
renovated by his father at the beginning of the century. The proximity of the two 
structures can be seen in Jacopo de' Barbari's view of the church (Pl. 72). 
41ASV, Procuratori di S. Marco de citra b. 59. A section of the will referring to the 
chapel is also quoted by Coleti (1758), p. 161. However, there are some important 
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specifically records the state of building activity in the chapel at this 
date. To begin Marco refers to the chapel itself; this structure is in the 
process of being built at the time of writing, 
Afterwards my said body should be carried to the church of 
S. Moise where I am having constructed a chapel in honour 
of the Blessed Virgin Mary Mother of Christ. 42 
Building work must already have been underway for some time since 
the altar, dedicated to Corpus Domini, was already in place; 
that the said chapter be held and bound to keep two candles 
always alight, one in the aforementioned chapel and the 
other before the altar of the Body of Our Lord Jesus Christ, 
which I very recently had built near to (at? ) the 
aforementioned chapel. 43 
Marco also included instructions for the building of his tomb in the 
chapel, a task which was to be carried out sometime in the near 
future; 
and if the tomb or archa, which I have thought of building 
in the aforementioned chapel were built, then my body 
should be laid in it. 44 
variations in tense between the wording of the actual will and the extract quoted by 
Coleti. 
42"Postmodum volo quod dictus corpus meus portetur ad ecclesiam Sancti Moysi ubi 
construi facio unam capellam ad honorem Beatissime Virginis marie matris Jesu 
Cristi". ASV, Procuratori di S. Marco de citra, b. 59, f. 2. 
43"ut dictum Capitulum teneatur & obligetur tenere duo casendella semper accensa, 
unum in dicta capella, & aliud ante altare corporis domini nostri Jesu Cristi, quod 
nuperrime construi feci apud dictam capellam". ASV, Procuratori di S. Marco de citra, 
b. 59, f. 2. 
44"& si sepultura, seu archa, quam deliberavi fieri in dicta capella, facta fuerit, tunc 
ipsum corpus penatur in ea". ASV, Procuratori di S. Marco de citra, b. 59, f. 2. Marco's 
use of the term archa when referring to his tomb suggests that he envisaged this 
structure to be something quite monumental. According to Moskowitz (1994), p. 4, n. 9, 
the term archa should be understood in a particular sense. Moskowitz comments 
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The exact form of the chapel space is unclear from the wording of this 
document. Although Marco refers to both a chapel and an altar, their 
relationship to one another is more complicated than was typical 
since the two structures had different dedications. Further questions 
are raised by the ambiguous wording of the will which suggests that 
the altar was not located within the chapel but merely near to it. That 
this was actually the case is confirmed by rebuilding work of 1577 at 
which time it was necessary to move the altar into the chapel itself. 45 
Other details of Marco's will provide the most probable solution to 
this puzzling state of affairs, since apart from the chapel he refers to 
an adjoining space which he calls the sacristy; 
And if anything remains from the three hundred ducats 
beyond that which is to be spent on buying candles for the 
altar of the said chapel, or for any other matter necessary for 
the said chapel or its sacristy.. 46 
This sacristy was probably the location of the altar of Corpus Domini 
in the 1440s. The adjoining area, referred to in the subsequent 
documents as the "sacellum", or little chapel, of the Dandolo, 
contained the family tomb but had no altar of its own. 47 The altar was 
not transferred into the chapel proper until 1577. 
"When applied to the tombs of non saints, such as those of the Della Scala of Verona, 
the term implies a monumental free-standing architectural or sepulchral ensemble. In 
particular tombs composed of a sarcophagus raised on columns or figural supports 
have been called arche". 
45ASPV, S. Moise, Catastici, b. 2, f. 5, No. 2. See below. Our only glimpse of the 
architectural form of these adjoining structures is provided by Jacopo Barbari's map of 
Venice of 1500, prior to major rebuilding work in the church (Pl. 72). From this it 
would appear that the two rooms were combined to form a rectangular space. 
46"Et si de ipso prode ducatorum trecentos aliquid superesset ultra id quod 
expenderetur in emendo candellotos pro altari dictae capellae, aut pro aliqua re 
necessaria dictae capellae, seu ejus sacristiae... ". ASV, Procuratori di S. Marco de 
citra, b. 59, f. 2. 
47For the subsequent history of the chapel and references to these documents see 
below. 
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At the time of the 1443 testament, Marco, nearing the end of his life 
(he was to die on 24 November 1444), was beginning to put his affairs 
in order. He was concerned with making arrangements for his final 
resting place and ensuring that his burial chapel was appropriately 
decorated. Marco outlined detailed instructions for the preparation of 
the chapel after his death; he bequeathed both a missal and expensive 
robes for the celebration of masses and insisted that two new 
tapestries, recently bought in order to decorate the chapel, should 
reach their intended home following his death. 
Also I leave to the chapel of the Blessed Virgin Mary which 
I am having built in the church of S. Moise, two new 
tapestries, which I recently bought as ornaments for the said 
chapel. 48 
In the context of these extensive preparations, mainly concerning 
ancillary details, the altarpiece itself is conspicuous by the silence 
which surrounds it. It is hard to imagine that such a vital piece of 
altar furniture had been neglected by Marco. Since he left no 
provisions or instructions for its manufacture, we should assume 
that the altarpiece was already in place by the time of his final 
testament. 
In addition the document provides important information for an 
analysis of the iconography of the altarpiece. The twin dedications of 
the chapel and altar are sufficient to explain the choice of the chief 
protagonists of the altarpiece - the Madonna and Child. More 
specifically, the dedication of the altar to the Body of Christ indicates 
that it was connected with the storage of the Sacrament from an early 
date. Elements of the iconography of the altarpiece also suggest that 
this was the case. Throughout the central panel there are several 
ornamental details which symbolise the wine of the eucharistic meal: 
the Virgin's crown and the foot of her throne are both decorated with 
a grape motif and the arms of her throne also take on the form of 
48"Item dimitto capellae S. Mariae, quam construi facio in Ecclesiae S. Moysi duos 
tapetos novos, quos noviter emi pro ornamento dictae capellae". ASV, Procuratori di 
S. Marco de citra, b. 59, f. 2. 
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carafes used to store the holy wine, again accompanied by grapes. 49 
The iconography of the side wings must have been dictated by the 
more personal and familial connections of its donor, Marco Dandolo. 
The foremost saints, Mark and Peter, were the name saints of Marco 
and his elder brother. Pietro might have played an important role in 
the early history of the chapel. 50 Also the inscription below the 
Madonna - "DIGNARE ME LAUDARE TE VIRGO SACRATA DA MICHI.... ", 
completed by, "VIRTUTEM CONTRA HOSTES TUOS" - might be read as a 
prayer for salvation from the ageing Dandolo, himself represented by 
his name saint to the Virgin's left. 51 Marco's will shows a similar 
concern for forgiveness and salvation. His confession that he had 
mistresses rather than wives indicates his repentant state. 52 
A second group of documents exist from which it is possible to 
reconstruct the history of the chapel and altarpiece following Marco's 
49Echolls (1976), pp. 70 - 76 interprets similar grape-like decoration found in the S. 
Pantalon Coronation in these eucharistic terms. Similar carafe vessels are visible in 
the Berardi Altarpiece from the Berardi chapel in S. Croce, Florence, and in a niello 
pax attributed to Maso Finiguerra now in the National Gallery in Washington. See 
Levenson (1973), pp. lff., fig. 1-1. 
50Pietro's connection with the chapel is uncertain. The inclusion of his name saint 
indicates that he might have been particularly active in church affairs. In 1431, his 
widow, Agnes, was awarded compensation by the parish priest of S. Mois6 following 
the annulment of rents due to the church from Pietro's land in the parish. See ASPV, 
S. Moise, Catastici, b. 5, f. 33v. Given the proximity of the altarpiece to the tomb of 
Marco it is also possible that St. Peter's significance depended on his role as 
heavenly gatekeeper. 
51Dr. Lorne Campbell has kindly informed me that the inscription recurs in the Hours 
of the Virgin in Books of Hours of the Use of Rome. As an antiphon in the third 
Nocturn (for Wednesdays and Saturdays) at Matins; and as a versicle and response at 
Prime. I have been unable to discover whether Marco owned a Book of Hours. 
52See ASV, Procurators di S. Marco de citra, b. 59. Marco had actually been married 
twice during his life since his will asks for prayers to be said for the souls of "duarum 
mearum uxorum defunctorum". ASV, Procuratori di S. Marco de Citra b. 59. The names 
of his wives and the dates of his marriages are not known. 
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death. 53 These documents also provide additional information 
concerning the original appearance of the chapel. The chapel and its 
sacristy remained as Marco had intended them for almost a century 
after his death. However, in 1542, the Scuola del SS. Sacramento, a lay 
brotherhood dedicated to the care of the Sacrament at S. Moise, was 
given access to the altar of Corpus Domini. 54 In this year the chapter 
of the church, in partnership with scuola officials, made plans to 
rebuild the altar. 55 The involvement of the scuola affected the 
appearance of the chapel only slightly at first but subsequent 
developments were to have a much greater impact upon both the 
form of the chapel and its function. 
By 1577, the duties and ambitions of the brotherhood could not be 
contained at the altar itself and several members of the scuola set 
their sights upon gaining possession of the adjacent chapel dedicated 
to the Blessed Virgin. Following a drawn out campaign to this end an 
agreement was reached which granted the scuola new rights in the 
church. 56 Their benefactor on this occasion was Vettor Dandolo, a 
53This archive is kept in the Archivio Storico del Patriarcato di Venezia (ASPV). 
The documents consulted consist of six volumes of Catastici records. The volumes are a 
collection of copies made after the original documents which are no longer extant. 
54The Scuola del SS. Sacramento at S. Mois6 was founded in 1506, according to the 
mariegola of the scuola. In 1539 a papal bull of Pope Paul III gave the scuola papal 
backing, Prior to 1542 the scuola had no specific site of its own at which to worship or 
perform its duties. Evidence of a later meeting house owned by the brotherhood takes 
the form of a relief sculpture depicting their symbol - an angel with a chalice - still 
to be found above the door of their premises which now forms part of the Hotel Bailer. 
For this sculpture see Gramigna & Perissa (1981), p. 48. 
55The agreement is summarised in ASPV, S. Mois6, Catastici, b. 2, f. 5, No. 2. The 
exact location of the altar is not specified. 
56Coleti (1758), p. 205; "Since that altar was too small and did not give enough room 
to the holy functions of the brotherhood, several of its members turned their attention 
towards the nearby little chapel of the Dandolo and made an unrighteous attempt to 
occupy it. The Dandolo family constantly declined to concede this to the brotherhood, 
but Victor listened to these requests and he was persuaded to concede the 
aforementioned little chapel". The original Latin text reads; "Quae tarnen cum esset 
exigua, sacrisque Sodalium functionibus haud satis commoda, oculos animumque in 
proximum Dandulorum sacellum pluries conjecere Sodales, at semper irrito conatu. 
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direct descendent of Marco's nephew, Benedetto, whose line 
inherited the rights of the chapel following the death of its founder. 57 
On 16 July 1577 Victor agreed to allow the brotherhood free use of the 
chapel for its meetings and celebrations but specifically forbade the 
visual commemoration of confraternity members in the sacred space. 
This alteration of function was reflected in the chapel's new 
dedication to the Sacrament. In exchange Dandolo rights in the 
chapel were to be preserved and emphasised at the scuola's expense; 
the confraternity agreed to provide inscriptions and coats of arms 
recording Dandolo ownership and the Dandolo clan retained access to 
their altar and to the family tomb nearby 58 
Following these negotiations the chapel began to assume its modern 
form (P1.73). Presently the altar of Corpus Domini was moved into 
the chapel itself and in the following years the chapel was 
embellished in line with established iconographic norms. Its walls 
were decorated with canvases depicting subjects related to the 
eucharistic meal, and some form of Sacrament tabernacle was almost 
certainly placed upon the altar. 59 An inscription incorporating the 
year 1585 found on Palma Giovane's Last Supper records the date on 
which this painting, together with its sister panel -a Foot Washing by 
Tintoretto - was hung on the side wall of the chapel. 60 These 
paintings are typical of a type of decoration found in Sacrament 
chapels throughout Venice at this time. 61 
illud Sodalitio impertiri constanter abnuentibus Dandulis. Proniores attamen 
Sodalium precibus aures praebens Victor Dandulus exorari se tandem passus est, atque 
praefatum sacellum". My thanks to Boris Dunsch for his assistance with translations 
of the Latin passages throughout this paper. 
57Barbaro (Arbori), III, p. 196ff., branches E&F. 
58The details of this agreement are recorded by Coleti (1758), p. 205. 
59The various possibilities for the design of the altar tabernacle at this date are 
described by Cope (1979), pp. 8- 25. 
60For these two canvases see Mason Rinaldi (1984), p. 129, Cat. 448; Rossi (1968); 
Cope (1979), p. 128, n. 1. 
61This class of painting is analysed most thoroughly by Cope (1979). Additional 
insights are provided by Hills (1983); Worthen (1996). See these same sources 
concerning the history of the scuole del Sacramento in Venice and the forms of 
decoration which they developed. 
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Following the rebuilding of the whole church, completed in 1633, the 
chapel was again the subject of negotiations between the scuola and 
the Dandolo family. On this occasion, Marco q. Fantino q. Vettor 
Dandolo took measures to re-emphasise his family's rights in the 
chapel. The ruling of 17 October 1633 essentially renewed that of 
1577.62 In addition it instigated a new clause which stipulated the 
saying of annual masses for the deceased family members. 63 The tone 
of this agreement reveals the fears of the Dandolo clan that their 
memory would be lost in the course of rebuilding due partly to the 
growing influence of the scuola in church affairs. It gives prominence 
to the replacement of the family coat of arms and of the inscriptions 
commemorating Vettor's earlier generosity. Their worries would 
appear to have been justified since rebuilding work at this time was 
extensive. The chapter of S. Mois6 contributed funds for renovating 
the structure of the chapel, designed to create a uniform series of 
spaces throughout the church. In turn, the scuola assumed 
responsibility for the altar and the necessary ornamentation. In 
particular, the final element of the chapel's decoration as it is seen 
today - the ornate altar tabernacle - was put in place at this time. On 3 
November 1634 the scuola elected three of its members to oversee the 
construction of a new altar which would more appropriately honour 
the Sacrament according to the standards of the mid-seventeenth 
century. 64 By the end of the same month the commission for this 
project had been awarded to the stonemason Francesco Laurenzuto 
who was to construct the altar and tabernacle for 1680 ducats (Pl. 72). 65 
62Coleti (1758), p. 235. 
63For this extra stipulation see also ASPV, S. Moise, Catastici, b. 3, f. 49; b. 6, p. 17, 
No. 8. The Mass was to take place on 2 January. If this day fell on a Sunday it would 
celebrated on the 3 January. 
TMThe actions of the scuola at S. Mois6 at this time must have been prompted by 
parallel developments in rival Sacrament chapels. For examples see Cope (1979), 
Appendix, pp. 274 - 294. 
65Coleti (1758), p. 235. The true author of the altar and tabernacle has not been 
recognised by modern scholarship. Lorenzetti (1926), pp. 487 - 88, stated that the 
work was made in 1634 in the style of Giulio dal Moro. He was followed by Cope 
(1979), p. 128, n. 1. It is probable that by 1926 only part of the inscription on the 
altarpiece was visible. A century earlier, the complete inscription was read by 
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In 1636, possibly as a result of the 1633 agreement, Dandolo rights in 
the chapel were further emphasised by the extension of the 
inscription on the tomb of Marco q Benedetto to include mention of 
his descendent Marco q. Fantin. 66 The tomb inscription also records 
later renovations undertaken by Francesco Dandolo in 1683. 
The events outlined by these documents, together with early 
descriptions of the church, allow a reasonably clear picture of the 
original appearance of the chapel in the fifteenth century and of the 
fate of the Vivarini triptych. Rebuilding work of 1542 was probably 
concerned with renovating the altar table itself since the Dandolo 
family still owned the rights to the altar and they would probably 
have raised objections to the removal of their altarpiece. Work at this 
time might also have involved the provision of a small marble 
tabernacle to house the Sacrament kept in reserve in the church. The 
tabernacle would not have been of sufficient dimensions to obscure 
the view of the altarpiece and the two objects probably existed in 
combination to provide appropriate decoration for the altar. 
According to the comprehensive study of Maurice Cope, this type of 
arrangement was common in Venice throughout the sixteenth 
century. 67 There is no reason to believe that this situation was altered 
significantly in 1577 when the altar, together with altarpiece and 
tabernacle, was moved into the chapel itself. The apostolic visitation 
of 1581 refers both to an "altare ornatissimum" and a "tabernaculo 
Moschini. His description of the chapel reads, "Ne' pennacchi dell'arco della 
cappella del Sacramento vi ha un angiolo con calice, e Cristo caduto boccone a terra, 
opere d'ignota mano. Francesco Lorenzetti scolpi 1'altare 1'anno 1634". See Moschini 
(1815), p. 524. 
66The inscription is given in ASPV, S. Mois6, Catastico b. 2, p. 7, No. 1. It was further 
updated by Francesco Dandolo in 1683: 
"Sacram inibi Aram/ Marci Danduli Senioris Comit. Palat. et Equitis /Pietate 
auctam, Posterfis legatam, / Quovum Cineri Conditorium/ Hoc reservatur, / Marci 
Danduli junioris Fantini Filii placito/ Dominici Corporis Collegium denub instaurat/ 
Anno MDCXXXVI/ Lapis iste venovatus fuit a V. N. Franc. Dandulo/ Anno 
MDCLXXXIII". 
67Cope (1979), pp. 8- 25. 
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marmore o". 68 Moreover, provision was not made for the 
construction of a more ambitious tabernacle until 1634. This state of 
affairs is reflected in Sansovino's guidebook. Sansovino himself, 
writing in 1581, the same year as the apostolic visitation, was not 
sufficiently impressed by the decoration of the altar of Corpus Domini 
to pay it any attention. 69 However, in the 1663 edition of the same 
work, Martinioni recorded significant alterations to the altar table and 
its decoration. 70 The rebuilding work of 1634 should therefore be 
identified as the most probable date upon which the triptych was 
removed from its altar. For an unknown period following these 
events, the altarpiece hung on the left wall of the chapel where it was 
seen by Boschini in 1664 and again ten years later. 71 The renovations 
undertaken by Francesco Dandolo in 1683 might have been the 
occasion of the final removal of the altarpiece from the chapel and of 
the subsequent dispersal of its panels. 72 
68ASPV, Archivio 'Segreto', Visite apostoliche, b. 2- Visitatio dominorum 
visitatorum apostolicorum anni 1581, ff. 204 & 209. See also Tramontin (1967), esp. p. 
511. The relevant sections read, "Capella Santissima Sacramenti habet altare 
ornatissimum... tabernaculo marmoreo super altari ipsius capelle", ff. 204 & 207. 
69Sansovino (1581), ed. 1663, p. 112. 
7OSansovino (1581), ed. 1663, p. 112; "Sono alcuni anni, the si diede principio a disfare 
questa Chiesa per esser cadente, e si sono fin'hora riedificate le tre Cappelle 
Maggiore e laterali con la Sagrestia. Il rests stä ancora in piedi con molto pericolo per 
la sua gran vecchiezza. L'Altare del Sacramento a riguardevole per la finezza, e 
ricchezza di marmi, per disegno, per ornamenti, e per il Tabernacolo, the vi posta 
sopra pur anch'esso di marmi con colonne, e rimessi di varii colori". 
71Boschini (1664), p. 104. 
72Pudelko (1937b), p. 131 notes that the altarpiece is no longer mentioned at S. Moise 
in the following guides: D. Martinelli - Il Ritratto di Venezia (Venice 1684), 2nd. ed. 
1705; A. Pacifico - Cronaca Veneta (Venice 1697). The altarpiece must have been 
dismantled at around this time. The eighteenth century brought even greater 
disruption to the rights of the Dandolo family. Early in that century the scuola's 
celebrations encroached upon the Dandolo family tomb to such an extent that in 1725 
measures were taken to find an alternative burial place within the church. See 
ASPV, S. Moise, Catastici, b. 2, f. 25, n. 8. 
The central panel had passed to the church of S. Tomaso in Padua by 1795 when it 
was included in Brandolese's guide: Brandolese (1795), p. 143. Rosetti (1780), p. 276, 
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By placing the S. Moise triptych back into its original context it is 
possible to understand the intended effect of the altarpiece and the 
associations which were implicit in the style of the Vivarini shop. 
Further investigation reveals Marco Dandolo, the patron of the 
altarpiece and the founder of the chapel, to have been an important 
and influential member of Venetian society and a regular patron of 
the arts. Marco was the fourth son of Benedetto Dandolo and 
Agnesina Giustinian. His father was conspicuous by his wealth and 
for much of Marco's early life Benedetto had been concerned with the 
rebuilding and enlarging of the family palace at S. Moise. The project 
was brought to completion by Marco's elder brother, Paolo. 73 Upon 
becoming head of the branch in 1408 Marco continued this 
programme, designed to renew and extend family prestige in the 
district, by attending to matters in the parish church. 74 This attention 
to renewing the urban fabric became almost an habitual part of 
Marco's long political career. By the time of his death on 24 
November 1444, his talent for negotiation had brought the 
Serenissima great honour and earned him great respect. His funeral 
records that, "Nell'altare dell'oratorio di questi Padri [Filippinil v'c una Palla 
dipinta in tavola colla B. Vergine col Bambino Gesü, di maniera de'Zambellini, 
donata loro dal fu Signor Giuseppe Picchi Assessore della nostra Serenissima 
Repubblica". Picchi died in 1755; his tomb is still visible in the S. Tomaso. For Picchi 
see also Cicogna (1824 - 61), IV, p. 203. However, the panel is not included in 
Rossetti's first edition of 1765. The panel was certainly not yet in the possession of 
the church in 1705 when a list of paintings there was compiled. See the "Nota delli 
Quadri e Pale the si ritrova al Presente nella Chiesa di S. Tomaso Cantuariense di 
Padova" (ASP. Congregazione S. Filippo Neri Vol. IV Istrumenti n. 6. Atto 19 
dell'anno 1705), quoted by Beltrame (1974). 
For the history of the wings of which nothing is known until the late nineteenth 
century see Davies (1961), pp. 559 - 561 and Appendix V, p. 575 - 6. 
73Barbaro (Arbori), III, p. 196. 
74Marco became acting head of the family following the death of his elder brother, 
Paolo, in 1408. At this date none of Paolo's sons was of sufficient age to resume 
responsibility for the family. This information is contained in a legal ruling of 1423 
quoted by Coleti (1758), CXVII. Marco was already attending to matters of building in 
the parish of S. Moise in 1412. ASPV, S. Moise, Catastici b. 1, p. 2, No. XXX. This 
may be the earliest document concerning the building of the chapel. 
150 
in SS. Giovanni e Paolo was attended by the doge and by influential 
members of the Venetian government. His funeral eulogy specifically 
mentions his diplomatic and administrative achievements. 75 
Marco served the Serenissima as ambassador and governor for 
almost half a century. 76 His offices were closely bound up with 
Venetian expansion onto the terraferma and he served as civic leader 
and representative of Venice in many of her subject cities. His offices 
often led to his involvement in artistic projects. For example, at 
Udine in 1429, Marco was responsible for the rebuilding and 
restoration of the city's defences. As part of this scheme each of the 
nine city gates was emblazoned with the Dandolo coat of arms and an 
inscription which proclaimed both Venetian ownership of the city 
and Dandolo's authority there. 77 Only one of these sculptures, taken 
75Agostino also quotes the eulogy read at Marco's funeral: "Mihi cogitanti, Princeps 
I1lustrissime, ac Magnifici Nobiles, apud hanc florentissimorum hominum 
congregationem Etc. Fuit, viri generosi, antiqua mihi cum insigni Dandulorum familia 
consuetudo, & cum hoc Marco nostro patricio homine conjunctio tanta, ut cum alio 
ferme. Hunc ego & animo semper amavi, hunc magna fide excolui... Multae etiam 
nationes ac barbari homines frequentioribus lachrimis Marci mortem deflent; 
ingemiscit autem Patavium Civitas florentissima; contristatur Utinum caput 
Provinciae Forojuliensis; illachrimatur Brixia Urbs Galliae Cisalpinae magnanima 
et fidelis; contristatur Pannonia illius morte, quod aliquando dignitatem viri, 
hominis sapientiam, humanitatemque Civitates istae expertae sunt". Degli Agostini 
(1752), II, p. 281 - 2. The occasion was attended by the doge and the Signoria. The 
eulogy is also given by Gallo (1928), p. 25. 
76Several biographies of Marco Dandolo have been consulted. Priuli (Pretiosi), cc. 
229r - 230r; Notizie della famiglia Dandolo, cc. 115r, 145r, 148r, 'gg', 'kk', '11'; 
Memorie illustri della famiglia Dandolo, pp. 11 ff.; Memorie della Famiglia 
Dandolo, pp. 206 - 208; Gullino (1986b). A brief summary of Marco's career is also 
given by Gallo (1928), pp. 15 - 16. 
The stemma is flanked by St. Mark and once also his lion. The inscription reads: 
"INCLITUS HIC MARCUS CELEBERRIMA DANDULA PROLES/ LAUDIBUS 
INNUMERIS UTINO PRECAVIT AQUARUM/ DEFECTUS IGITUR VIVAT SUA 
SEMPER/ SEMPER NOS DECEAT PATRIE APPELLARE PARETEM". See Wolters 
(1976), Cat. 193, pp. 255 - 56. During his office at Udine Marco was involved in 
negotiations with Emperor Sigismond, through his secretary Kaspar Schlick, 
concerning the dispute between Venice and Hungary over their rival claims to 
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from the Porta di Borgo Poscolle survives; however, this single 
example is sufficient to illustrate the attention which Dandolo gave 
to the original programme (P1.74). 78 The sculpture has been 
tentatively attributed to the Mascoli Master, the leading exponent of 
early Renaissance developments in Venetian sculpture in the 1430s. 
The Mascoli Master has also been associated with the altar in the 
Mascoli chapel in San Marco and a lunette above the entrance to the 
Cornaro chapel at S. Maria dei Frari. 79 Even if our sculptor cannot be 
identified as this master he was an early exponent of developments 
which were to have a significant impact on Venetian sculptural 
tradition. Hence, Marco acted as an enlightened patron even in 
response to such an artistically unambitious programme. 
Marco's political career regularly took him to Padua. Indeed, he was 
involved there during the three most testing times of its history in 
the first half of the Quattrocento. 80 In 1405, Marco held the office of 
Provveditore in Campo and his troops were among those responsible 
for the capture of the city by the Venetians. In 1420 he returned to 
Padua, this time as Podestä. 81 On this occasion Marco was concerned 
with the restoration of public buildings which had been damaged by 
fire in 1419. Early biographies of Marco note his attention to the 
Dalmatia. A truce was called on 8 September 1428 and by October 1431 Sigismond had 
renounced all claim to the territory in exchange for Venetian support on other 
matters. It is possible that these events were a spur to the project at Udine. 
78Gallo (1928), Wolters(1976), Cat. 193, pp. 255 - 56. Gallo found documentation of 18 
October 1429 ordering the arms to be placed on the gate. On 19 May 1430 a payment 
was made to a 'maestro Antonio' for having painted the stone arms of Dandolo on the 
Poscolle gate. 
79For the Cornaro Lunette and earlier observations on the Mascoli Master see above 
Ch. 4. For a detailed discussion of this sculptor see Wolters (1976), I, pp. 107 - 111, 
Cats. 234 - 237, pp. 276 - 79. Gallo (1928) attributed the stemma to the so-called 
Mascoli Master. Wolters preferred to give the work to a follower or copyist of this 
sculptor's style. 
8OTogether with his Paduan offices of 1405,1420 and 1434, Marco Dandolo was 
responsible for winning Imperial approval of Venice's ownership of Padua in 1437. 
See Priuli (Pretiosi), cc. 229r - 230r. 
81Gloria (1860), p. 22. Marco is documented as Podestä on the 23 October 1419 and on 
30 September 1420. 
152 
rebuilding of the Palazzo Pretorio, the headquarters of the civic 
militia. His attention was also focused on the restoration of the 
Palazzo della Ragione; an inscription recorded by Portenari confirms 
that the credit for this program of urban renewal must lie with Marco 
alone. 82 
Thus it should come as no surprise to find that Marco's attention 
returned to the creation of Padua's visual image during his next term 
as Podestä of that city in 1434.83 In this office Marco was probably 
responsible for the commission of one of the most influential artistic 
projects in the Veneto in this period. As has already been mentioned 
Fra Filippo Lippi is documented at Padua in July and October of that 
year. One of his recorded commissions at Padua, possibly his most 
important, was the decoration of the chapel of S. Prosdocimo, the 
private chapel of the Podestä, as recorded by Marcantonio Michiel in 
82Portenari (1623), Lib IV, Ch VII, pp. 102 - 104: "Finalmente l'anno 1420 essendosi 
casualmente abbrugiato questo palazzo, fu ristorato dalli Signori Venetiani, 
rifattagli la coperta, e copertolo di piombo insieme con li veroni, e con la medesima 
occasione fattolo piu spatiolo e ampio gettando a ferra li muri, the in tre parti lo 
dividevano. Dell'incendio di questo palazzo, e della munificenza, e liberalitä piu 
the regale della Serenissima Republica Venetiana in ristorarlo si legge la seguente 
memoria in una tavola di marmo dorato posta nel muro Orientale dell'stesso palazzo: 
ANNO DOMINI M. 000CXX. VRBI NOSTRAE TUNC IVSDICENTE PRO 
SERENISSIMO DVCE NOSTRO VENETIARUM IVSTISSIMO PRAETORE MARCO 
DANDVLO D. BENEDICTI PALATIVM HOC REAEDIFICARI COEPTVM EST, 
CVM PRIVS EODEM ANNO SVBITA VIS IGNIS ATQUE INTEREA OPVS 
MAGNIFICVM AC MIRABILE, QVOD ANNIS CCII INVIOLATUM STETERAT 
SPATIO TRIVM HORARVM CONSUMPSISSET. AD QVOD TRISTE, IN FAVSTVM 
QVE SPECTACVLVM CVM TOTA CIVITAS NON ALITER QVAM AD COMMVNE 
ALIQVOD FVNVS CONCVRRERET, OMNES QVE SIMILE POSTEA REFICI 
DESPERARENT, STATIM ILLVSTRISSIMA DVCALIS DOMINATIO PECVNIAM 
OMNEM, QVA PULCHRIVS ALIVD, AVGVSTVS QVE CONSVVERERTVR, EX 
PUBLICO ENS AERARIO DEPROMENDAM SENATUSCONSVLATO DECREVIT. 
CIVIS TANTAE LARGITIONIS IMMORTALE BENEFICIVM HVIC 
ORNATISSIMAE INSCVLPI TABVLAE VOLVIT, AVREIS QVE LITTERARVM 
MONVMENTIS SEMPITERNAE MANDARI MEMORIAE. " 
83Gloria (1860), p. 22 records that Marco was Podestä from the end of April or the 
start of May 1434 until the second half of July or the start of August 1435. 
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the early sixteenth century. 84 Unfortunately the chapel has not 
survived and there are no further records of its appearance. The 
scheme was almost certainly initiated upon the orders of the Podestä. 
However, uncertainties surrounding the extent of Filippo's stay in 
the Veneto have made it impossible to identify the individual 
responsible for recruiting the artist to this project. Marco's 
predecessor, Bartolommeo Morosini and his successor, Alvise 
Storlado have both been mentioned as possible candidates for the role 
of Filippo's patron. 85 However, Marco's part in the project now seems 
almost certain on the basis of extensive circumstantial evidence. 
Firstly, the chapel itself was probably located in the Palazzo del 
Podestä, a building which had been remodelled after the 1419 fire 
84Michiel (1521 - 43), ed. 1888, p. 32: "fu dipinto da Ansuino da Forli, da Fra Filippo, 
e da Niccolb Pizzolo Padoano, sejondo el campagnola". The precise relationship 
between Filippo, Pizolo and Ansuino at the Podestä chapel is not known. However, it 
is generally accepted that the very young age of both Pizolo and Ansuino in 1434 
precludes the possibility that they worked alongside the Florentine or were trained 
by him. Their part in the chapel's decoration was probably limited to the completion 
of the work according to Filippo's designs. This assessment of events has recently been 
questioned by Shaw (1994), p. 66, n. 15. Shaw concludes that Pizolo was probably 
trained by Squarcione in the late 1420s or early 1430s and that the Podestä chapel 
was probably painted in a single campaign. 
The chapel is also mentioned by Savonarola (1445-47) though he does not mention the 
paintings of Filippo specifically. Savonarola (1902), Bk. II, p. 48: "But next the 
palace of the chief magistrate is described - so great is its size, so great its beauty, 
that in few cities may be found any so magnificent. It has most spacious rooms and 
several beautiful and ornate guest chambers, a most beautiful and appropriate 
chapel, a most ornate cancelleria, and other spots in which the vicar, all his judges, 
the chancellor-are lodged with their households. " This translation is taken from 
Rowlands (1983), p. 149, n. 85. 
85Rowlands (1983), pp. 22 - 30, mentions Marco and his predecessor as possible 
employers of Filippo at the Podestä chapel. Fiocco (1927), ed. 1959, p. 56, considered 
Marco's successor to have been Filippo's patron. Boskovits (1986), p. 248, n. 32 
dismisses Marco as the cause of Filippo's trip to Padua, though he does not comment 
upon the Podestä chapel commission. 
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following Marco's instructions. 86 Before this time the old Podestä 
chapel had probably been part of the Palazzo della Ragione. This 
change in location was only one aspect of a much larger 
reorganisation initiated by Marco in 1420.87 Upon his return to the 
office of Podestä in 1434, it is probable that Marco sought to bring the 
project to fruition by beginning the decoration of the Palazzo's 
interior. The employment of Filippo Lippi should be seen as the 
continuation of an artistic programme, under Marco's, supervision, 
aimed to reinvigorate the civic image of Padua following its conquest 
by Venice. Marco had defeated a plot to take over the city early in 1434 
and this might also have served as the impetus for a civic decoration 
which reasserted Venetian power. 88 Marco had already shown 
himself sensitive to the value of art as a means of both civic 
propaganda and self promotion during his office at Udine in 1429. No 
doubt he initiated the decoration of the Podestä chapel with the same 
two motivating factors in mind. His concurrent activity in the parish 
of S. Moise also shared these aims. Thus Marco Dandolo can be 
associated with the decoration of the Podestä chapel both by its most 
certain date and by its character. 89 
86The location of the Podestä chapel has been the subject of some debate. The most 
recent consideration of this question is that of Rowlands (1983), pp. 22 - 30. Rowlands 
reveals that the chapel was removed from the Palazzo della Ragione following the 
fire of 1420. At this time it was transferred to the Palazzo del Consiglio (or Palazzo 
del Podestä) which extends from the eastern end of the Piazza delle Erbe to the south 
east corner of the Piazza dei Frutti. 
87See Rowlands (1983), pp. 22 - 30. 
88The main protagonist of this failed coup was Marsilio Carrara. He attempted to 
re-establish Carrara rule and was backed by the Duke of Milan. 
89Marco might also have been responsible for another civic commission in the same 
year. According to the theory of Montobbio (1970-71), in 1434 civic authorities took 
charge of the commission of a Sacrament tabernacle destined for the cathedral. The 
project had been commissioned some years earlier from Giuliano da Firenze by the 
bishop of Padua, Pietro Donato. Plans for the tabernacle became more ambitious and 
the work was allocated to another goldsmith under this new body of patrons. 
Curiously this incident appears to show two future patrons of the Vivarini shop 
engaged in a form of patronal rivalry. 
155 
Given Marco's appreciation of the early style of Filippo Lippi in the 
mid-1430s it is curious that his final commission, the S. Moise 
triptych, adopted a style which modern commentators might regard 
as old fashioned. However, this change in taste might not be due to 
the increasingly conservative tendencies of an old man but to the 
changing status and experiences of a high ranking ambassador. 
Possibly the most important achievements of Marco's life came in his 
twilight years. In 1437, whilst serving as the Venetian ambassador to 
Emperor Sigismond at Prague, Marco gained high honours for 
himself and for his native city; Venice received imperial recognition 
of her terraferma conquests and Marco received a knighthood and 
other gifts as symbols of his new rank-90 It was most probably during 
this visit to northern Europe that Marco purchased the tapestries for 
his chapel decoration. 91 In Italy at this time Marco was not alone in 
his appreciation of northern tapestries. The Medici bank had close ties 
with Bruges from the early fifteenth century thus facilitating the 
export of northern textiles to Italy for the consumption of the Medici 
and their contacts. 92 The Italian market for these wares comprised 
most often court rulers and wealthy nobles for whom tapestries 
served as conspicuous symbols of extreme wealth. For example, from 
1436 Leonello d'Este employed a Flemish craftsman to maintain the 
tapestries at his court. 93 After mid-century the Ferrara court housed 
90The manuscript versions of Marco's biography held at the Marciana and the Correr 
libraries record that the Emperor gave him a cloak of gold cloth worth five hundred 
ducats and a beautiful beret. The ceremony took place at Prague on 16 August 1437. 
According to Degli Agostini (1752), II, p. 75, the office of negotiating with Sigismond 
was originally given to Francesco Barbaro. However, illness prevented him from 
making the trip. Barbaro wrote two letters recognising his infirmity and recording his 
substitution by Dandolo; one to Kaspar Schlick and the other to Giovanni, bishop of 
Segna, a familiar of Sigismond. 
91The appearance of the tapestries is impossible to verify given our current state of 
knowledge concerning them. An almost contemporary set of tapestries showing scenes 
from Christ's Passion, attributed to Jan de Bruges and Valentin d'Arras, are conserved 
at San Marco, for which see Merkel (1996c). 
92For details of the contacts between Florence and Bruges see De Roover (1963), pp. 
317 - 357. 
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its own skilled textile workers allowing the production of tapestries 
on demand, following the designs of court artists such as Cosme 
Tura. 94 By the end of his life Marco had obtained sufficient riches and 
honour to adopt such visual trappings. The tapestries which he 
purchased to decorate his chapel at S. Moise, together with the 
neighbouring altarpiece, their painted equivalent, might be 
understood as symbols of his connections with imperial circles and 
might have served as a reminder of his new title. 
Over the final fifteen years of his life Marco Dandolo proved himself 
to be an informed and keen patron of the arts. Besides his attention to 
the renewal of the urban fabric of Padua, Udine and of the parish of S. 
Moise in Venice, he also worked with painters and sculptors on 
projects designed to convey very specific messages. He not only 
showed himself to be a man with a keen eye for quality and an 
informed sense of fashionable developments in art, but he also 
understood the effective use of imagery for conveying specific 
messages either of self promotion or state power. In 1429, even for the 
relatively minor task of sculpting his coat of arms, Marco employed a 
sculptor who was familiar with the most up-to-date trends in 
sculptural form then being practised in Venice. Again in 1434 he 
appears to have been one of only a handful of north Italian patrons to 
have recognised the talent of Filippo Lippi and the merits of the 
Florentine classical style. For his final project he commissioned an 
altarpiece from the Vivarini partners executed in a style which was 
no less innovative than his previous commissions. The decorative 
late-Gothic style practised by the Vivarini partners was to become the 
most fashionable form of Venetian artistic expression in the 
following years. 
93For a more lengthy summary of the tapestry trade and Italian markets see Ames- 
Lewis (1979), esp. p. 272. 
941n the 1470s a Pieta composition designed by Tura was given to a French weaver 
resident at the Ferrara court, Robinetto di Francia, from which to produce hangings 
for the Este court chapel. However, it was still more usual to send Italian designs to 
Flemish or French centres which specialised in tapestry production. See Welch 
(1997), p. 61,293. Marco's taste for tapestries might have been formed through his 
contact with such court circles. In 1438 he served as Venetian ambassador to the 
Council of Ferrara. 
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The S. Moise triptych was a key work for the fortunes of the Vivarini 
shop in the early 1440s. It formed the central element of a prestigious, 
newly built chapel and it had been the choice of a well respected and 
influential member of Venetian society. As will become apparent, 
Marco's social connections were possibly the routes through which 
the Vivarini shop received two further prestigious commissions in 
the following years. 
The S. Moise Organ Shutters - S. Moise (c. 1442? ) 
Boschini attributed a second work at S. Moise to the Vivarini shop: 
Sopra le portelle dell'organo al di fuori vi e dipinto un 
Santo Cavaliere, e San Moise, nel di dentro 1'Annunciata, 
maniera del Vivarini. 95 
Although his description is rather vague and the doors are not 
recorded by any other source (nor are they still extant), several pieces 
of circumstantial evidence suggest that the attribution should be 
taken seriously. The Vivarini partners probably counted the 
production of organ doors as one of their most lucrative sidelines - 
more certain documents record another set at S. Giorgio Maggiore 
and a third pair once existed at S. Pantalon. 96 Moreover the working 
practices of the Vivarini shop apparently encouraged multiple 
commissions from single institutions. 97 
No documentation survives concerning the commission of the 
doors, or of the refurbishment of an organ -a project with which this 
type of work was most commonly associated. However, the organ and 
its decoration were classified as church furniture and as such came 
under the jurisdiction of church authorities rather than of private 
individuals. Throughout the 1440s the senior authority in the church 
95Boschini (1664), p. 104. 
96Concerning the S. Giorgio and S. Pantalon doors see below. 
97For example, multiple works by the partners once existed in S. Zaccaria, S. 
Pantalon, S. Stefano and S. Francesco Grande in Padua. 
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was the parish priest, Bartolomeo Dotto. Although few details of 
Dotto's biography are recorded his family name suggests close ties 
with other patrons of the Vivarini shop. According to Sansovino, the 
family of Dotto shared their ancestry with the prestigious Dandolo 
clan. 98 However, it is extremely unlikely that Marco Dandolo and 
Bartolomeo Dotto were even distantly related since their families 
assumed widely divergent roles in the strict class system of Venice. A 
closer kinship possibly existed between Bartolomeo and Giovanni 
Dotto, procurator of Sant'Agnese in Venice and another patron 
related to the Vivarini shop. 99 In the context of this study the project 
of the S. Moise organ doors assumes only a minor role. However, the 
ties of location and patronage which bind these works to other 
paintings from the Vivarini shop are indicative of the close circles 
within which the Vivarini partners found employment. 
The Decoration of the Chapel of S. Tarasio - S. Zaccaria (1443) 
Appearance and sources 
The surviving decoration in the chapel of S. Tarasio at S. Zaccaria 
presents the modern-day viewer with a reflection of the chapel's 
former splendour. So much so, in fact, that it led Michelangelo 
Muraro to comment; 
98Sansovino (1581), ed. 1663, pp. 245 - 46, in the introduction to his description of S. 
Pantalon: "fondato 1'anno 1025 dalle famiglie Signola e Caula o Daula detta poi 
secondo alcuni, Dandolo in Venetia e in Padova Dotto della quale in ogni eta sono 
stati al governo huomini the poi riuscirono Vescovi, Archivescovi, e Prelati 
importanti". The source of Sansovino's information is unknown and his comments 
should be accepted only with due caution; it is unlikely that Marco Dandolo and 
Bartolomeo Dotto were related since their roles in the parish of S. Moise indicate 
that while Dandolo was a nobleman, Dotto was probably only a citizen. 
991n 1447 Giovanni Dotto commissioned a copy of the Vivarini partners' S. Pantalon 
Coronation altarpiece from Michele Giambono. For further details of this commission 
see above Ch. 1. 
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Better than any other Venetian interior it can still today 
bear witness for us to the art and taste which dominated the 
fifth decade of the Quattrocento. 100 
The chapel retains its original vault frescoes and its three painted 
ancone, all dating from the early 1440s, together with fragments of 
floor mosaic and two marble urns - features dating from the twelfth 
century. Early records and descriptions of the chapel's appearance also 
make reference to other significant items and paintings which have 
been removed from the chapel and which can no longer be 
identified. 101 
The complicated history and relationship of the surviving 
decorations requires a brief explanation. The chapel assumed its 
present form during a programme of rebuilding and decoration in 
the early 1440s. The earliest parts of this scheme to survive are the 
vault frescoes, signed by Andrea del Castagno and Francesco da 
Faenza and dated August 1442 (Pls. 44 - 45). 102 The frescoes consist of 
seven full length figures in the sections of the vault (God the Father, 
the Four Evangelists, SS. Zachary and John the Baptist) and a 
decorative border, depicting Old Testament prophets in medallions 
supported by antique putti, on the underside of the framing arch-103 
They are executed in the modern, Tuscan muscular style, typical of 
Castagno's early work. 
The three ancone are each signed by the Vivarini partners together 
with the woodcarver, Lodovico da Forli, and dated 1443.104 All three 
100Muraro (1959), p. 153. 
101Still other objects seen in the chapel today were placed there at a later date. For 
example, the two wooden statues of SS. Benedict and Zachary were commissioned in 
1451 together with a Crucifix, for the rood screen of the church. They were moved into 
the chapel only in 1595. See Paoletti (1893), I, p. 61 ff. 
102The vault spandrels contain the inscription: ANDR / AS. DE FLORETIA / 
FRANCISCVS /O FAVETIA. MCCCCX / LII. ME / AUGUSTI. 
103A fuller description of the iconography is given by Hartt (1959). 
1041nscriptions of all three altarpieces as recorded by Moschini (1815), I, p. 106 ff.; 
Cicogna (1824 - 61), II, p. 105 - 75; VI, pp. 930 - 931. 
High Altar: 
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complexes retain Lodovico's ornately carved and gilded frames, 
sometimes incorporating sculpted saints and narrative scenes. The 
two lateral polyptychs, the St. Sabina altar and the Redeemer altar, 
have survived almost completely intact despite having been 
subjected to quite extensive repainting in the mid-nineteenth 
century. 105 These two ancone stand opposite one another, flanking 
the high altarpiece and are accommodated within niches, one to each 
side of the chapel. The St. Sabina complex (P1.6) consists of six painted 
panels arranged in two registers. St. Sabina occupies the central panel 
of the lower order, flanked by SS. Jerome and Licerius. Above SS. 
Margaret and Agnes are depicted in half length to either side of a 
central, scroll bearing angel. The Redeemer tabernacle (P1.7) includes 
only two painted compartments. Both occupy the lower level of the 
complex and each depicts two standing saints; to the left SS. Caius and 
Pancras, to the right, SS. Nereus and Achilleus. The centre of the 
polyptych is devoted to moments from the Passion of Christ and 
consists of three narrative scenes enacted by carved and polychromed 
wooden figures. The lowest register displays an image of the Dead 
IN... I... DIE 0 FUIT FACTUM / HOC OP... PE... VE... DOMIN / S... CARI... ATISSA 
ET VE... RABILE DO / MINA MARINA DONATO PRIORISSA HUIU / 
MONASTERII SANCTII ZACHARIE PROPHE / T....... 0....... 
Underneath this there followed the signatures of the craftsmen involved: 
ýý LODOVICUS DE FOR... OVLSV: ICS... / ET IOHANES ET ANTOIVS DE / 
.......... C......... ERV 
The Santa Sabina Tabernacle: 
IOHANES. ET. ANTONIVS. DE. MVRANO. PINXERVNT. 1443. Ms 
OCTOBER. HOC. OPs/F. FIERI. VENERABILIS. /D. DOINA. MAR/GARITA 
DOATO M/OIALIs ISTI ECCLESIE/STI ZACHARIAE. 
The Redeemer Tabernacle: 
IOHANES. ET. ANTONIVS. D. MVRANO. PINXERVT/ 1443/M. s OCTOBER. HOC. / 
OP. s F. FIt VENERABILISs/ D. DNA AGNESINA/IVSTIAO/MOIALIS/ISTIS 
ECCLESIE/STI. ZACHARIE 
105For the iconography of all three altarpieces, see Pallucchini (1962), Cat. nos. 27 - 
35. All three altars underwent restoration in 1839. 
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Christ. Above, the holy group mourns His passing. l06 Finally, the 
complex is crowned by the His triumphal Resurrection. 
The high altarpiece, the Madonna of the Rosary altar, has not 
survived in such pristine condition. This double sided altarpiece 
suffered more extensive alterations during the nineteenth century for 
reasons which are not yet entirely clear. The front face of the 
altarpiece consists largely of carved and gilded woodwork which is 
entirely authentic (Pl. 8). In the lower register, made up of painted 
panels, only the two outermost saints, SS. Mark and Elisabeth, 
formed part of the original decoration (Pl. 75). 107 During nineteenth- 
century restoration work the centre of the lower register was adapted 
to accommodate three panels by the Trecento painter, Stefano di 
Sant'Agnese. 108 It is impossible to be certain in regard to the previous 
appearance of the altar. Most recently, Ettore Merkel has suggested 
that a Madonna and Child by the Vivarini partners, today in the 
Pinacoteca at Cittä di Castello (P1.15) was once the central panel of the 
Madonna of the Rosary altar. 109 The panel is in remarkably good 
condition and it is hard to understand why it would have been 
removed. 110 Until fresh evidence can be found concerning details of 
106The oldest photographs of this polyptych show a further two figures in this scene 
which have since lamentably vanished. 
107pallucchini (1962), Cat. 35. 
108Regarding the history of the three Trecento panels -a Madonna and Child and SS. 
Martin and Blaise- and a fourth from the same complex in the Museo Correr see, 
Humfrey & Mackenney (1986), pp. 317-330, Appendix No. 3. 
109Merkel (1996b). For the Cittä di Castello panel see Pallucchini (1962), Cat. 39. 
110As has been noted, restorers of the period were happy to reconstruct damaged 
sections. Merkel's argument is partly based upon considerations of size. However, it is 
possible that the size of the available space in the altarpiece was adapted by the 
addition of extra woodwork, in order to accommodate the Stefano di Sant'Agnese 
Madonna. More interesting are Merkel's iconographic observations. He notes that the 
Madonna's dress is decorated by a text from the litany of the Virgin. Perhaps the 
most obvious objection to Merkel's suggested reconstruction is the fact that the marble 
plinth of the Madonna's throne does not match the wooden equivalents in the 
surviving panels depicting SS. Mark and Elisabeth. An alternative possibility is 
raised by the earliest documents, quoted by Paoletti (1893), I, p. 61 ff., which refer to 
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nineteenth-century work in the chapel, an accurate reconstruction of 
the high altarpiece cannot be attempted. The reverse of the Rosary 
altar also underwent some changes. The available space is divided 
into three registers, containing thirteen saints in niches and crowned 
by an image of the Risen Christ (P1.76). 111 The saints of the upper 
registers are accompanied by inscriptions which give the location of 
their relics within the church. Similar inscriptions once existed for 
the lower register but they were removed in the nineteenth century 
to accommodate a predella panel dating from the Trecento. 112 The 
unusual monochrome appearance of the paintings on the reverse of 
the altarpiece might also be due to damage. 113 
The close dates of the vault frescoes and three altarpieces make it 
reasonable to presume that they formed part of the same decorative 
programme. Moreover, it is possible that the four artists involved 
were recruited at the same time, as was to happen at the Ovetari 
chapel at the Eremitani in Padua some years later. Indeed, Muraro 
has suggested that the two shops collaborated within a bottegha 
mista. 114 Muraro's assessment of guild statutes in early Quattrocento 
Venice led to his suggestion that Castagno could not have worked in 
Venice without the supervision of native masters - in this case the 
Vivarini partners. Furthermore he detected the hand of Giovanni 
"la pala de arzento the e in mezzo de la dita pala". For a more comprehensive 
discussion of these documents see below. 
111Pallucchini (1962), Cat. nos. 32 - 34. For a more detailed and accurate account of 
the iconography see Tramontin (1979), pp. 37 - 45. 
112The damaged inscriptions of the lower register were seen by Moschini (1815), I, p. 
103. The predella shows stories from the life of St. Apollinaris. It is of uncertain 
authorship. 
113The original state of these paintings remains a matter of speculation. I know of no 
other work which has been damaged in this way and suspect that the monochrome 
painting technique might have been an iconographic requirement of this reliquary 
cabinet, see below. 
114Muraro (1959); ibid. (1961). Muraro (1959), p. 154, insisted that, "the entire 
decorative complex at San Zaccaria (I mean the frescoes, the sculptures, the 
altarpieces) were conceived at a single moment, and that the various works of art 
cannot be studied separately". 
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d'Alemagna in some parts of the vault frescoes. 115 Although the 
documentary evidence produced by Muraro in support of his 
argument was disputed by Hartt and Corti some years later, recent 
scholarship favours Muraro's ideas. 116 The patrons of the chapel 
decoration almost certainly considered the work of the two shops to 
be part of a single project. 117 Muraro's ideas should perhaps be 
reconsidered in light of the existing evidence. Firstly, the Vivarini 
shop was apparently well practised in the technique of fresco 
painting; Giovanni had decorated the episcopal palace in Padua in 
this medium in 1437 and the partners were employed on another 
fresco project at the Eremitani in Padua some years later. The 
Venetians were thus well qualified to supervise the work of 
Castagno. 118 Secondly, other surviving, but little noted, frescoes in 
115Muraro (1959) detected the hand of Giovanni d'Alemagna in the face of St. Mark 
in the vault frescoes. His attribution was disputed by Hartt (1959). 
116Hartt & Carti (1966). In an earlier article, Hartt (1959) dismissed the idea of a 
bottegha mista but his reasons for doing so are inappropriate to the situation in 
Venice in the 1440s: "However attractive such a state of affairs may have been to the 
still medieval world of the Venetian artist in the early Quattrocento, it was not the 
way they did things in renaissance Florence.... in neither case do the independent 
masters seem willing to relinquish any more of their individuality than barely 
necessary in the interest of overall harmony... With all that we know about the 
temperament of Andreino degli Impiccati, it is not hard to imagine how he would 
have reacted to the proposal of participation in a mixed shop, under the direction of 
Antonio Vivarini and Giovanni d'Alemagna". Most recently, Christiansen (1987a) 
returned to Muraro's ideas, suggesting that the frescoes and altarpieces were 
commissioned at the same time as part of a unified programme under the supervision 
of the native Venetians. Although Christiansen does not follow Muraro's stylistic 
analysis of the frescoes in general, he also suggests the participation of Giovanni in 
the vault figures of St. Mark and God the Father. 
117Hartt (1959) notes that the frescoes and altarpieces were certainly designed as 
part of a single iconographic programme. The inscription on the scroll of St. John the 
Baptist indicates that he gestures not towards the seated God the Father in the 
centre of the vault but towards the Dead Christ in the pinnacle of the high 
altarpiece. 
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the chapel are closer to the style of the Vivarini partners than to the 
known works of Castagno on the vault. Recent restoration work in 
the chapel has revealed traces of fresco decoration which might be the 
only surviving example of fresco work by Giovanni d'Alemagna. 119 
Two half figures of angels, together with a fictive back cloth are 
visible in the niche surrounding the Redeemer altar. The same 
scheme is repeated in the St. Sabina niche. That these frescoes formed 
part of the 1440s programme is confirmed by contemporary 
documents. 120 The Vivarini partners might also have been 
responsible for frescoed narrative scenes which once decorated the 
chapel according to one nineteenth-century description. 121 
The possibility that Castagno and the Vivarini partners worked 
alongside one another at S. Tarasio raises interesting questions 
concerning the relationship between the paintings of the two shops 
during the 1440s. 
1181t has frequently been thought that Venetian artists of this generation were not 
familiar with the medium of fresco painting. Hartt (1959) supposed that Castagno 
was called to Venice to fill this gap. Spencer (1991), p. 95, also expresses this opinion. 
119The style of the niche frescoes indicates that they formed part of the decorative 
campaign of the 1440s. Muraro (1959), working from old photographs, also connected 
these frescoes with the Vivarini partners. 
120 The documentation is discussed at greater length below. 
121Moschini (1815), I, p. 103, refers to images of saints and narrative scenes which 
were still visible on the walls of the chapel when he wrote: "Moses, the Madonna, 
St. Zachary, the Adoration of the Magi, the Adoration of the Shepherds, the 
Circumcision, the Flight into Egypt, Jeremiah, David, St. John, the Presentation in 
the Temple, the Annunciation, the Marriage of the Virgin, the Visitation, the 
Marriage at Cana, Christ and the Samaritan Woman, God the Father, the Virgin, St. 
John and Two Saints, Jonah, Ezekiel, God the Father upholding the sphere of the 
world, St Mark, St Matthew, St John the Baptist, St. John the Evangelist, St. Luke, 
St. Zachary". The Vivarini partners were commissioned to fresco a series of similar 
narrative scenes showing the Passion of Christ on the interior of the entrance arch at 
the Ovetari chapel. The apparent lack of an overall programme for these images 
suggests that they may have been painted individually. Primhak (1991), p. 102, 
refers to the common practise of nuns and members of the public donating single images 
to churches as symbols of their devotion. 
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The Iconography of the 1442-43 Decorative Programme 
The chapel of S. Tarasio at S. Zaccaria offers a rare example of a 
decorative ensemble whose constituent parts have remained largely 
in tact. The frescoes of its vault together with the three ancone 
produced by the Vivarini partners, all dating from the early 1440s, 
remain in situ. Despite these rather remarkable survivals, however, 
the chapel environment has altered dramatically since the mid- 
fifteenth century. In order to gain a more accurate impression of the 
original function and complex iconography of the chapel, it is 
necessary to consider several factors; its changing role in church 
ritual, additional elements of the decorative scheme - those either 
mentioned in early descriptions of the church or brought to light by 
recent restoration work - and contemporary projects with which it 
might be associated. 
The chapel of S. Tarasio originally formed the chancel and nuns' 
choir of the old church of S. Zaccaria. In 1458, almost immediately 
after the decoration of this chapel, work commenced on an extensive 
project to replace the existing church fabric with an entirely new 
structure. 122 Within the plan for rebuilding work, provision was 
made to preserve parts of the old structure. The two connected 
buildings have a rather ambiguous relationship and the reason for 
the preservation of the S. Tarasio chapel has yet to be adequately 
explained. 123 Through an analysis of the surviving elements of the 
chapel's decoration, it is possible to demonstrate its original function 
and its purpose in the context of the new church. 
The old church of S. Zaccaria formed the topic of consideration for 
several scholars. Pietro Paoletti offered a reconstruction of the 
building and his proposals have been only slightly modified by later 
122Concerning the building history of the new church see Connell (1988), pp. 172 - 77; 
McAndrew (1980), pp. 25 - 37,268 - 81. 
123Tramontin (1979), p. 21, put forward various proposals for the preservation of the 
older chapel. Alongside practical considerations such as the need for more space, he 
though that the older structure might have had important connotations of prestige. 
Dellwing (1974), suggested that the old church had a symbolic value because of its 
ancient role as the burial place of doges and its place in state ceremony. 
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commentators. 124 The S. Tarasio chapel was certainly the most sacred 
and important part of the entire building. It has long been recognised 
that this area included the nuns' choir; however, housing the nuns 
was only one of its many functions. The key to understanding the 
most important function of the chapel is contained in the reverse of 
the high altarpiece. This "catalogus sanctorum"125 depicts thirteen 
saints and an image of the Risen Christ. 126 Each image was originally 
accompanied by an inscription which explained the relationship 
between the saints depicted and the church of S. Zaccaria. The eight 
remaining inscriptions allow an analysis of the whole chapel. The 
Benedictine nuns at S. Zaccaria were the custodians of an important 
relic of each of the saints depicted. The inscriptions recorded the relic 
and gave its location in the church. For example, under St. Thomas; 
"s. Thomas martire cuius caput est in suo altari quod est in ecclesia". 
In other cases the relics were contained at the high altar itself: "s. Leo 
papa cuius reliquia abemus in presenti altare maiore". 127 Although 
this terminology might refer to the altar table itself, the doors which 
124Paoletti (1893), Dellwing (1974), McAndrew (1980); Tramontin (1979), p. 20, noted 
the triple apse structure of the original church revealed by excavation work in 1924. 
125Tramontin (1979), p. 37. 
126The most peculiar element of the reverse of the high altarpiece is the tinted 
monochrome nature of its palette. Monochrome painting might have been a common 
feature of reliquary cupboards. The restricted palette is shared by two reliquary 
cabinets brought to light by Castelfranchi Vegas. The doors of the cabinets, in the 
Certosa di Garegnano, Milan, dating from around the mid-Quattrocento, consist of two 
types of panels: miniatures painted on parchment and glass panels inscribed with 
gold. Both sets of panels use a restricted palette. See Castelfranci Vegas (1982). 
Julian Gardner (1983), notes several other examples of double sided altarpieces whose 
reverse sides are painted in a similar way. His suggestion that this type of 
decoration derived from metalwork shrines assumes new significance given the 
function of the Rosary altar as a reliquary cabinet. See below. 
1271n the latter case we cannot be certain whether the inscription refers to the altar 
table or the altarpiece. Tramontin felt that the altar probably once contained the 
corpse of St. Zachariah, but he warned that on other occasions when the "corpus" of a 
saint is mentioned, the term probably refers to a notable relic rather than a complete 
body. 
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open in the back of the altarpiece confirm that this object also 
functioned as a relic cupboard. 128 
Two further inscriptions from the reverse of the high altar 
specifically refer to the lateral ancone in the chapel. The pinnacle 
image, which depicts an angel catching the blood of Christ in a 
chalice, incorporates the following words; "Pateat universis qualiter 
in hac cappella supra altare beate Sabine matris abemus de sanguine 
Domini nostri Jhesu Christi in vasculo". Also, under the image of St. 
Sabina is inscribed, "s. Sabina cuius corpus est in archa lapidea sub 
altare in presente capella a latere sinistro". Both writings are 
references to the altar of St. Sabina, located in an arched niche on the 
left side of the chapel. Inscriptions found at the altar itself confirm its 
function. Below the altar table a stone tomb holds the relic of St. 
Sabina - "Hic requiescit corpus beate Sabine matiris MCLXXVI"; 
above, the central hinged panel in the upper register of the altarpiece 
depicts an angel bearing a scroll with the words, "Hic est sanguis 
Christi". Despite the clarity of these inscriptions the exact function of 
the St. Sabina altarpiece is still open to debate; either it served as a 
reliquary tabernacle and once contained a relic of the Holy Blood, or it 
was a Sacrament cupboard used to store the reserve Sacramental 
wine. The latter possibility is supported by the iconography and more 
certain function of its twin altarpiece, that of the Redeemer. These 
two complexes were conceived as part of a single programme and 
were always intended to co-exist - they were commissioned at the 
same time, from the same workshop and they were designed to stand 
opposite one another in the chapel space. The Redeemer altar was 
certainly used for the storage of the reserve Sacrament - the Body of 
Christ. Its central register contains episodes of Christ's resurrection 
which were standard elements in the iconography of Sacrament 
tabernacles at this time. The function of this tabernacle has often been 
recognised. Maurice Cope called it the "earliest example of a painted 
altarpiece tabernacle". 129 The Redeemer altar is also discussed in the 
128Tramontin's detailed analysis of all the existing inscriptions provides the 
location of all the relics. See Tramontin (1979), pp. 37 - 44. 
129Cope (1979), p. 8. This work includes an extended analysis of Sacrament 
iconography in Venetian art and an extensive bibliography concerning the storage of 
the Sacrament. 
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context of Sacrament iconography by Wolfgang Wolters who 
suggested that a number of sculpted tabernacles from a Vicenza 
workshop might have been derived from the S. Tarasio prototype. 130 
The wider iconography of the tabernacle is related to the arca below it 
which bears the inscription, "Hic requiescit corpus beati Pancratii 
martiris et corpora sanctorum martirum Nerei et Achillei 
MCLXXVI". No doubt the lost inscriptions below the images of these 
saints on the reverse of the high altar referred to this arca and to the 
Redeemer altar. 
Thus the two side tabernacles were designed to function as a pair. 
Each housed one element of the Sacrament - the Body and Blood of 
Christ. Moreover, their respective patrons, Margherita Donato and 
Agnesina Giustinian held high office in the church and the name 
saint of each sister is depicted in the upper register of the St. Sabina 
polyptych Thus, even the iconographic programmes of the two 
altarpieces were inseparable. 
Documents from the archive of S. Zaccaria confirm this state of 
affairs. There are no extant documents which deal specifically with 
the commission of any of the chapel's furniture or decorations. 
However, a well-known list of expenses found in an account book 
kept for the convent and church from 1428 to 1484 contains valuable 
information regarding the decorative scheme of the 1440s. 131 
Significantly, these documents have never been directly related to the 
surviving elements of the chapel's decoration. Occasionally, the 
existing transcriptions of the documents should be modified in 
relation to the physical state of the chapel. 
The relevant entries from the account book read: 
1444,15 August there was newly made the high chapel in 
the church of our father St. Zachary prophet, costing M. 
VIII. LXXIII, g. XVIII, p. XXIII. 
130Wolters (1976), p. 99. 
131ASV. Archivio delle Corporazione religiose. B6. Not. Test. B605. Leonici Paolo. 
Excerpts from the documents have been published by, Paoletti (1893), I, p. 61ff.; 
Horster (1980), pp. 171 - 173; Primhak (1991), p. 309, n. 168. 
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And for the ornaments of the said chapel and the 
construction of the Crucifix with all its decorations, CCXIIII 
ducats, and for the carved wooden border(? ) that supports 
the cross, XXX ducats. 132 
And for the high altarpiece of the said chapel, with its 
painting and frame, and all its decorations, not including 
the silver panel that is in the centre of the said altarpiece, 
CLXXX ducats - all from the goods of the abbess and the 
prioress. 
And for the construction of the chapel of the body of Christ 
in the above mentioned high chapel, with all its 
decorations, all made from the goods of the housekeeper 
Agnesina Giustinian, CVI ducats. And for the angel above 
that holds three candles that light the Body of Christ, with 
all its decorations, XL ducats. And for the tabernacle of the 
Blood of Christ with its door placed in the altar of St. 
Sabina, XII ducats. 
And for the construction of the chapel of St. Sabina in the 
above mentioned high chapel, with all its decorations, all 
made from the goods of sister Margherita Donato of the 
above mentioned monastery, LXXXIII ducats. And for the 
angel above that holds one candle that illuminates the 
above mentioned Blood of Christ placed in the altar of this 
chapel, with all its decorations, XLII ducats133 
132Paoletti (1893), I, p. 61 ff. associated these ornaments with the rood screen of the 
church. 
133This translation by the present writer is made from the transcription published by 
Paoletti (1893), I, p. 61ff. Paoletti's transcription reads, "1444 15 Agosto - fo 
edifichado e fato nuova mente in la gliexia del dito padre nostro santo Zachuria 
profeta la chapela grande in la qual fo spexo ducati M. VIII. LXXIIII- g XVIII- 
p. XXIII 
E per adornamento de la dita chapela e fato yhus xpo chorcefiso con i uo adornamenti, 
the amonta ducati CCXIIII, e per lo bordonal intaiado the sostien la chroxie ducati 
XXX 
E per lo amontar de la pala del altar grando dela dita chapela, de intaio e de 
pentura, e de hogni alto adornamento, non metando la pala de arzento the e in mezzo 
de la dita pala, amonta ducati CLXXX - de i beni delle dite, m Abadessa (Elena 
Foscari) em Priori (Marina Donato) 
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If the passage is reconsidered with closer reference to the physical 
condition of the chapel, a few important points become clear. Most 
interesting is the section which discusses the two side tabernacles. 
This confirms that both tabernacles were respectively associated with 
the storage of the Blood and the Body of Christ. Significantly, the 
document also reveals that Agnesina donated funds in connection 
with both altars thus underlining the inseparable nature of the two 
projects. The "tabernachulo", or "vasculo" as it is called on the 
reverse of the high altar, was probably a chalice or carafe used to store 
the reserve wine in the upper section of the St. Sabina altarpiece. 
The entry also states that both women provided what are described as 
candle holding angels. For example, Margherita paid for, "the angel 
above [St. Sabina] that holds one candle that illuminates the above 
mentioned Blood of Christ placed in the altar of this chapel, with all 
its decorations". This candle bearing angel might be related to a type 
of candelabra which, I believe, was once mounted onto the side wall 
E per to ancontar dela chapela del chorpo de yhus xpo la qual a fata far in tuto de i 
suo benj ... madona Agnexina Zustignan masera in la sovra scrita chapela granda, 
amonta con tutj i suo adornamentj ducati CVI, e per lagnolo the ie desovra the tien III 
cexendelj the alumina el dito chorpo, con tutj i suo adornamentj ducati XL e per lo 
tabernachulo del sangue de xpo con la soa portela posto in laltar de Santa Sabina 
ducati XII. 
E per to amontar del la chapela de santa Sabina, la qual a fato far in tuto de i suo benj, 
madona suor margarita donado del dito monestier in la sovvrascripta chapela granda 
amonta con tutj i suo adomamentj ducati LXXXIII e per lagnolo the ie desovra the tien 
j cexendelo the alumina el sovra scrito sangue de xpo posto in laltar de questa chapela 
con tutj i suo adornamentj duc XLII". A less accurate transcription and translation of 
the same document is contained in Primhak (1991), pp. 103 - 104. Primhak failed to 
relate the document to the existing decoration in the chapel. This led her to mis- 
translate two vital lines relating to the placement of the Sacrament in the chapel. 
Paoletti read the lines as "e per to tabernachulo del sangue de xpo con la soa portela 
posto in laltar de Santa Sabina" and, "sangue de xpo posto in laltar de questa 
chapela". Primhak read the lines respectively as, "e per lo tabernachulo del sangue 
de Christo con el suo portello posto in oltra de Santa Sabina", and "sangue de Christo 
posto in oltra de questa chapela". Primhak also reads the total cost of rebuilding 
slightly differently as, 1874 ducats, 26 grossi , 23 picoli. 
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of the alcove in which the tabernacle stands. Although the wall 
bracket no longer exists, recent restoration of the alcove itself 
revealed frescoes depicting four half length angels, two per alcove, 
one on each side of the tabernacle just below the springing of the 
arch. 
This analysis, based upon a careful reading of extant inscriptions in 
the chapel and of the documents relating to its decoration, provides a 
more certain impression of some of the functions of the chapel and 
its furniture. The side tabernacles stored the reserve Sacrament for 
use in the celebration of Mass. They also depicted the saints whose 
relics were interred in their respective altar tables. Indeed, the 
iconography of the high altar suggests that the most important 
function of the chapel was as a magnificent house for the relics of the 
church -a tabernacle turned inside out. Contemporary descriptions of 
S. Zaccaria confirm that its collection of relics was widely celebrated. 
Moreover, the wealth and prestige enjoyed by the church was in 
many ways dependent upon its role as a centre of pilgrimage. For 
example, when the Venetian Senate contributed a thousand ducats 
towards the building of the new church in 1461, it justified its 
generosity by reference to the daily crowds of people who came to 
venerate the "nove sancti corpi". 134 Also, Flaminio Corner, writing 
in the eighteenth century, praised S. Zaccaria as, "il piü divoto 
134The ruling is mentioned by Tramontin (1979), p. 24. The "nove sancti corpi" 
comprised the relics of SS. Zachary, Gregory, Theodore, Sabina, Pancras, Nereus, 
Achilleus, Tarasio and Licerius. The need for a new church has been the subject of 
some speculation. The old church had been seriously damaged by fire in 1450 but plans 
to extend this structure had already been formed prior to this event. The damage 
caused by this fire was probably exaggerated by contemporary records and used by the 
nuns as propaganda in their appeals for subsidies to help with rebuilding. Only in 
1458 did work begin on the foundations of the new church. The rebuilding campaign 
has been seen as the result of ideological and political demands, rather than as the 
result of irreparable damage. Dellwing (1974), believed that the new structure was 
vital to accommodate the doge and signoria during their Easter procession to the 
church. Olivato & Puppi (1971), suggested that the new church served as a symbol of 
renewal and rebirth following the fall of Constantinople in 1453. 
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santuario dells cittä" and referred specifically to the relics and the 
crowds who went to venerate them-135 
The fame of the relics held in the chapel of S. Tarasio has often been 
overlooked. Instead, the importance of the church and chapel has 
been seen as a result of the part they played in state celebrations. 
Venetian folk lore insists upon the foundation of the church by Doge 
Giustiniano Partecipazio in the ninth century. Moreover, the church 
and convent continued to enjoy ducal patronage - eight doges were 
buried in the crypt of the church below the chapel of S. Tarasio, and 
the doge and the patriciate visited the church annually as part of the 
Easter ritual. Herbert Dellwing analysed the iconography and design 
of the new church in terms of its adaptation to such state 
processions. 136 Although the proximity of the chapel of S. Tarasio to 
the ducal tombs must have given it added prestige, the imagery of the 
chapel decoration forms a virtual manifesto proclaiming the much 
greater importance of the holy relics kept there. 
The two roles which we have associated with the chapel -a site of 
pilgrimage and of state processions - are difficult to reconcile with the 
idea of the chancel as the private and exclusive domain of the 
Benedictine nuns to whose convent the church was connected. 137 
The original arrangement of the three altars in the chapel should be 
considered in relation to the original choir and barco of the old 
church. Although the exact form of the old choir is a matter of 
speculation, the present arrangement of choir stalls in the cramped 
space behind the high altar should not be considered authentic. More 
probably, the stalls might originally have been arranged in a U-form 
and have extended into the central aisle of the church, similar to the 
135Corner (1749), XI, 305 - 404. 
136Dellwing (1974). 
1371 suspect that the inaccessible nature of the choir was preserved in theory rather 
than in practice. Primhak (1991) indicates that convent rules were not strictly 
observed - the nuns did not observe clausura and lay people frequently gained access to 
the convent when strictly they should not have been allowed to enter. My own 
suggestions concerning the pilgrimage function of the chapel also implies that the 
choir was more accessible in practice than we might like to believe. 
173 
enclosure which survives at the Frari. 138 It should be noted, 
however, that such an arrangement did not preclude the access of lay 
worshippers to the chancel itself. Similarly, at S. Zaccaria, pilgrims 
would have been able to worship at the shrines of the holy relics - the 
"nove sancti corpi". 139 Moreover, if the high altar originally stood 
towards the front of the-chancel space the lay visitors might have had 
access to the reverse of the high altar, which essentially provided 
them with a map detailing the location of relics within the church. 140 
The decoration of the S. Tarasio chapel in the early 1440s must have 
helped to establish the church as an important pilgrimage site. By 
1458, a new church was needed, in part to accommodate the vast 
crowds who visited the church to view the holy relics. In the plans 
for the new church the S. Tarasio chapel became increasingly 
accessible. The nuns choir was removed to a balcony area above the 
138That this type of structure was common in Venice is concluded by Wilk (1978), pp. 
139 - 149; McAndrew (1980), pp. 54 - 61. That this was the nature of the original 
structure seems to be confirmed by documents regarding the refurbishment of the choir 
and barco in the old church in the late 1450s and early 60s. Paoletti's analysis of the 
documents suggested to him that the choir extended to the middle of the church. The 
rood screen at this half way point comprised six "colonne rosse", for which new 
capitals were made in 1462. Also, the screen was possibly surmounted by a crucifix and 
statues of SS. Benedict and Zachary. A new choir was built by Francesco and Marco 
Cozzi in the same period (1455-64). For the contract of 1455 and other documents 
mentioned here see Paoletti (1893), I, p. 61 ff.; Primhak (1991), p. 77; Connell (1988), 
pp. 172 - 77,193 - 104. The screen was probably dismantled in 1595 when the two 
statues were placed in the chapel of S. Tarasio and several relics were removed from 
there. 
139Some relics, for example the head of St. Thomas, were kept in altars in the main 
body of the church. See the inscription on the reverse of the high altar relating to St. 
Thomas, given by Tramontin (1979), pp. 37 - 44. 
140Humfrey (1990b) is the only commentator to have suggested an alternative 
placement of the high altar. He comments, "The main polyptych is double sided; it is 
likely, therefore, that it was originally placed further forwards than it is now, 
perhaps with its back facing the nuns' choir. In this case the two matching 
polyptychs may have been placed against the choir screen, on either side of the 
entrance to the choir". Although I believe that the alcove frescoes rule out the 
possibility that the tabernacles were once located elsewhere, the double sided nature 
of the high altarpiece does suggest that the altar itself was once further forwards. 
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main entrance of the church and the old high chapel could be entered 
via the new ambulatory. Thus the new plan facilitated access to the 
prestigious relics of the church and also to the crypt containing the 
tombs of eight doges (P1.77). 
The Patrons 
Although contracts for the decoration of the S. Tarasio chapel do not 
survive, the book of expenses from S. Zaccaria indicates that the four 
senior nuns of the convent were responsible for funding and 
overseeing all aspects of the refurbishment project. The records for 
1444 state that four sisters provided the funds for the most important 
elements of the redecoration. 141 The inscriptions of the polyptychs' 
confirm the identification of these sisters as senior patrons of the 
chapel. The Madonna of the Rosary altar carries the names of Abbess 
Elena Foscari142 and Prioress Marina Donato; 143 the altars of the 
141ASV. Archivio delle Corporazione religiose. S. Zacc. B6 Not. Test.. B605. Leoncini 
Paolo c. 49r. 15 August 1444. The document is transcribed by Primhak (1991), p. 309, 
n. 168 Document also noted by Paoletti (1893), I, p. 61 ff. and Horster (1980), pp. 171 - 
173. 
142EIena Foscari held office from 1436 until her death in 1456. In 1437 she also paid 
for the building of a new organ in the church. Her contribution to the organ project is 
recorded in the book of expenses, ASV. Archivio delle Corporazione religiose. S. 
Zacc. B6. Not. Test.. B605. Leoncini Paolo f. 49r: "MCCCCXXXVII. Adi XXII 
decembrio. La venerabile madona lena Foscari dignisima abadesa del monastier e 
convento del padre nostro Santo Zaccharia profetta de i suo Beni fexe fare uno horgano 
grande.. a monta duc. LXXX", as quoted by Horster (1980), p. 171. 
143Marina Donato was prioress from 1443 and became abbess on 11 June 1456. In 1461, 
then as abbess, Marina Donato also commissioned three golden cloths for the altar of 
the great chapel costing 147 ducats. Recorded in the same book of expenses already 
quoted. Primhak (1991), p. 309, n. 170. She was also responsible for initiating the 
rebuilding of the church. A book of building expenses for S. Zaccaria for the years 
1458-89, kept by the steward Giovanni Benedetto (Libro di fabrica - ASV. Archivio 
delle Corporazione religiose. S. Zacc.. B31. t. 1. p, 8v. ) records a subsidy for the 
building of the church given by the nuns in May 1458. Forty two nuns are listed 
including the abbess Marina Donato and prioress Agnesina Giustinian - in total 255 
ducats, 18 grossi, 5 picoli. The size of each individual donation varies between 20 
ducats (abbess) to 2 grossi. 
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Redeemer and of Santa Sabina are similarly inscribed with the name 
of Margherita Donato and Agnesina Giustinian144 respectively. 
The documents make clear that Castagno's work was sponsored by 
the abbess and prioress. Research concerning the precise roles of these 
two patrons at S. Zaccaria further indicates that all the craftsmen 
involved were recruited at a single moment. Abbess Elena Foscari, 
Castagno's patron at S. Zaccaria, was the sister of Doge Francesco 
Foscari who also employed the same artist at around this time in the 
Mascoli chapel at San Marco. John Spencer speculates that Elena 
brought the artist to Venice and later introduced him to her brother, 
the doge. 145 However, it would make more sense to reverse the 
direction of communication within the Foscari clan. As has already 
been demonstrated, foreign artists most often travelled to Venice by 
means of diplomatic channels surrounding the doge. 146 Moreover, 
the involvement of Marina Donato in the commission of artists at S. 
Zaccaria makes this scheme of events even more likely. 
Within the confines of S. Zaccaria we might imagine that the 
employment of craftsmen from the outside world posed a number of 
problems. Most obviously it is difficult to imagine how such 
cloistered nuns came into contact with male artisans. Some light has 
recently been cast on this question by the research of Mary-Ann 
Winkelmes. 147 She has revealed the remarkable freedom enjoyed by 
the nuns at S. Zaccaria; clausura was not enforced and the sisters were 
never officially subject to the guidance of their Benedictine brothers. 
Moreover, it would appear that the nuns acted as informed art 
patrons who took an unusual level of interest in the projects under 
144Agnesina Giustinian was one of two housekeepers in 1443. In 1456 she became 
prioress of the convent. 
145Spencer (1991), pp. 95 - 102. See also above, Ch. 3. Merkel (1973), presumed that 
Castagno worked on the mosaics of the Mascoli chapel after he had completed the S. 
Tarasio frescoes. 
146Christiansen (1987a), thought that Castagno was probably called to Venice as a 
mosaicist, as Uccello had been some years before. 
147Winkelmes (1997). It should be noted that Winkelmes' study pays no attention to 
the paintings of the Vivarini partners although her conclusions are echoed by the 
findings of the present study. 
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their control. Documents reveal that, during the course of rebuilding 
their own church, they even made trips to neighbouring convents to 
investigate the suitability of potential designs. 148 Most significantly, 
Winkelmes indicates that the nuns had recourse to their extended 
families in the secular world concerning the wider needs of the 
convent. 
The selection of the Vivarini partners for the S. Zaccaria project does 
suggest that the sisters approached their immediate families as 
contacts with the outside world and as sources of advice. In the case of 
the S. Tarasio chapel decoration we can be fairly certain that the kin of 
Elena Foscari and Marina Donato acted in this way. Most directly the 
two nuns appear to have approached their brothers. Andrea del 
Castagno was probably already in the employ of Doge Foscari and the 
doge possibly introduced the artist to his sister, Elena. Similarly, 
Marina's brother, Pietro Donato, was in a position to recommend the 
skills of Giovanni d'Alemagna - the very master who had decorated 
the bishop's chapel in Padua in 1437.149 
Other members of the Donato clan also moved in connected circles. A 
second brother of Marina and Pietro, Bartolomeo, had been a close 
148Winkelmes (1997), p. 96, notes such trips to S. Croce and S. Giorgio Maggiore, two 
other Benedictine churches in Venice. 
149There are several versions of the Donato family genealogies. Barbaro (Arbori), 
Vol. III, ff. 333ff., branch G. Female members are included by Cappellari Vivaro 
(Campidoglio), II, cc. 32v, 38r. See also Davis (1975). The individuals who form the 
nucleus of this study are from the Venetian 'dalle Rose' branch of the family. Davis 
(1975), Preface, n. 2, explains that this title was adopted in the nineteenth century. 
For details of Giovanni d'Alemagna's work in the episcopal palace in Padua see 
Rigoni (1937) and above, Ch. 4. 
It is possible that Pietro Donato had also been involved in the selection of Andrea del 
Castagno for the S. Tarasio project. It has recently been suggested by Spencer (1991), 
p. 95, that Ambrogio Traversari, a man with pronounced Florentine and Venetian 
connections, might have recommended Castagno to the artist's Venetian patrons, 
based upon the earlier work of the artist at Traversari's monastery of S. Maria degli 
Angeli in Florence. Given Donato's close ties to both Traversari and S. Zaccaria it is 
possible that he also formed a link in this hypothetical chain of communication. 
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associate of Doge Foscari. 150 In 1430, in his office as Procuratore di 
Supra, Bartolomeo had been responsible for overseeing the Mascoli 
chapel project. An inscription records Bartolomeo's involvement in 
the chapel though his exact role there is uncertain. 151 Although 
Bartolomeo's death in 1431 rules out the possibility that he played any 
part in the employment of Castagno at the chapel, there is sufficient 
evidence to suggest that the Donato clan were close supporters of 
Foscari's pro-Florentine policies. Indeed, it is possible that 
Bartolomeo recruited another Tuscan artist to the Mascoli project 
around 1430. This date has often been attributed to the marble 
altarpiece in the Mascoli chapel, a work which occupies a prominent 
place in the history of early Renaissance sculpture in Venice (Pl. 78). 152 
The altarpiece, together with the altar frontal below it, is by an 
anonymous sculptor, the Mascoli Master, whose origins and training 
are controversial. Though by no means certain, contemporary 
consensus indicates that he was most probably a Florentine master 
from the circle of Ghiberti. 153 Whatever his origins, the Mascoli 
Master practised a style which was remarkable in its day due to its 
concern with psychological presence and controlled movement in 
combination with a new late-Gothic liveliness. Curiously the same 
sculptor also worked for two other patrons of the Vivarini shop - 
150For the biography of Bartolomeo see Priuli (Pretiosi), f. 254; Cicogna (1824 - 61), I, 
pp. 35 - 91, N. 67; De Peppo (1991). 
151The inscription reads: 
"MCCCCXXX. DUCANTE INCLITO DOMINO/ FRANCISCO FOSCARO 
PROCURATORIBUS SANCTI MARCI D. D/ LEONARDO MOCENIGO ET/ 
BARTHOLOMEO DONATO HAEC CAPELLA CONDITA FUIT". 
152De Peppo (1991) states with certainty that the two Procuratori di Supra 
commissioned a statue for the chapel in 1430. The exact source of his information is 
unknown. The inscription is commonly associated with the altarpiece. 
153For the most authoritative assessment of this anonymous master and a summary of 
the critical literature regarding him see Wolters (1976), Ch. XVII, pp. 277 - 278, Cat. 
235. As recently observed by Humfrey (1994a), the awkward relationship between 
statues and frame opens the possibility that the statues were sent from another 
centre, possibly Florence. Donatello's figure of St. John the Baptist for the chapel of 
the Florentines at the Frari was similarly sent from Florence minus its frame. 
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Giovanni Cornaro and Marco Dandolo - at around the same time (Pis. 
70,73). 154 
Family ties between the Donato and Foscari families became even 
more intimate following Bartolomeo's death. In 1432 Bartolomeo's 
second son, Andrea, was married to Doge Foscari's daughter, Camilla. 
Andrea's close affiliation to Foscari's regime is demonstrated by the 
number and nature of his appointments to state -offices in the 
proceeding years. 155 As Venetian ambassador to Eugenius IV during 
the early stages of the Council of Basel, Andrea was responsible for 
negotiations between the pope and King Sigismond of Hungary. His 
actions culminated in the Imperial investiture of Sigismond at Rome 
in May 1433 and in Imperial support for the papal cause at Basel. In 
1434, in recognition of his services, Andrea was awarded significant 
privileges from the Emperor himself. 156 In these same years Andrea 
was also involved with the fortunes of Cosimo de'Medici. He was 
responsible for the release of Cosimo from imprisonment in October 
1433 and for negotiating the subsequent transfer of the Florentine 
exile from Padua to Venice. On this occasion Andrea became an 
honorary citizen of Florence. 157 
Thus, the chief patrons of Castagno and the Vivarini partners at S. 
Zaccaria were linked by their offices in the convent and were related 
through family ties outside it. This close interconnection between the 
Donato and Foscari clans at this time is indicative of the shared pro- 
Florentine views held by both families. Doge Foscari has already been 
discussed as the gateway through whom many Florentine artists 
154For these two connected projects see above, Ch. 4. 
155For Andrea's biography see Priuli (Pretiosi), f. 254; Cicogna (1824 - 61), I, pp. 35 - 
91, N. 67; De Peppo (1991); Gullino (1991). 
156For Andrea's actions at Basel see Niero (1962). Niero (1962), n. 53, notes that the 
Imperial privileges of 1434 recognised the merits of Andrea and of his uncle, Pietro, 
Bishop of Padua. Further details of the privileges are given by Priuli (Pretiosi), f. 
254. 
157For Andrea's role in relation to Cosimo's exile see Kent (1974); Mueller (1992). 
These Florentine exploits are not included in any of the standard biographies of 
Andrea and for this reason there remains the (unlikely) possibility that Cosimo's 
ally was another man of the same name. 
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found employment in Venice. Elena Foscari and Marina Donato 
encouraged Castagno's Venetian work further. Pietro Donato 
similarly sponsored the work of other Florentine craftsmen at Padua. 
Bartolommeo was most likely involved with an innovative 
sculptural commission around 1430. 
In order to illuminate the full extent of Donato family ties and their 
connections with the S. Zaccaria project a brief summary of the 
history of the entire clan is required. Alongside the Venetian branch 
of the family, their Paduan and Florentine cousins were also 
involved in the S. Tarasio project. 158 The Paduan Donati were 
descended from Florentine ancestors. In the mid-Trecento the 
Florentine, Manno Donati, son of Apardo, left Florence for Padua as a 
result of political developments in his native city. At Padua he 
pursued 'a successful military career as captain in the service of 
Francesco it Vecchio da Carrara. Upon his death around 1375, Manno 
d'Apardo left two children, Sarazzina and Manno. Manno's like- 
named son was educated at Padua by his paternal uncle, Pazzino. He 
eventually became a captain in the service of Francesco Novello da 
Carrara in the final period of Carrarese rule. 159 Other members of this 
Paduan clan are to be found at Florence in the early Quattrocento. 
Most notably one, "Cecilia di Pazzino di Messer Apardo Donati", was 
abbess at the Benedictine convent of Sant'Apollonia in Florence from 
1429 until 1445.160 Cecilia's genealogy suggests that she might have 
158A note on the spellings commonly used by the different branches of the Donato 
family. The Venetians are referred to as Donato (or Donado), or Dona in Venetian 
dialect; the Paduan branch are referred to as Donati and Florentines are most 
commonly Cocco-Donati (less often Donati). There is no evidence that the three 
families were related besides their shared name and the connections revealed in this 
paper. 
159For this information regarding Manno d'Apardo, see Kohl (1992); Wilkins (1960). 
160Horster (1980), pp. 171 - 173, gives the full title of this figure. Though I have 
checked Horster's reference for this information (E. Gamurrini - Istoria Genealogica 
delle Famiglie Nobili Toscane et Umbre (Florence 1668 - 85), Vol. 1, p. 488. ), I could 
find no mention of Cecilia. Unfortunately I have been unable to consult two other 
important sources of reference for the Florentine branch of the family, namely, G. 
Richa - Notizie istoriche delle chiese fiorentine (Florence 1754 - 61); P. Litta - 
Famiglie Celebri Italiane. 15 vols. (Turin & Milan 1819 - 1902). 
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been the cousin of Manno junior, and therefore may have had strong 
connections with Padua. 
According to Fortuna, Cecilia commissioned new building projects at 
Sant'Apollonia, begun in 1445, and recruited Castagno to decorate the 
refectory there some years later. 161 A nun of the same name - "Cecilia 
Donado" - is also recorded at S. Zaccaria in Venice in 1444 where she 
acted as a witness to various financial transactions carried out by 
Elena Foscari and Marina Donato. 162 Cecilia's presence at S. Zaccaria 
and Sant'Apollonia and her connection with Castagno has been a 
curious point of interest for Castagno scholars for some time. Marita 
Horster speculated that the abbess of Sant'Apollonia might have been 
the contact between the two Benedictine convents. This hypothesis 
has recently been undermined by Spencer's discovery that Cecilia was 
succeeded as abbess at Sant'Apollonia in 1445 thus distancing her 
from the employment of Castagno in the Florentine convent (c. 
1447). 163 Again the situation might be clarified by reversing the 
traditional line of reasoning - Cecilia might have played a part in 
bringing Castagno to S. Zaccaria. Evidence presented here suggests 
that Cecilia's origins were north Italian. Her full title indicates that 
161Fortuna (1901). 
162Horster (1980), p. 18, states that "In 1444 the abbess Elena Foscari and the prioress 
Marina Donado - in the presence of the 'madona Cecilia Donado e de la madona 
Agnesina Zustignan' - donated a large sum of ducats 'per adornamento de la dita 
chapela", without, however, providing her source. The date and wording suggests 
that the reference to Cecilia is included in the account book but neither Paoletti nor 
Primhak mention her. If this is indeed the source of Horster's information, then the 
date of 1444 might be discounted; the account book entry of 15 August of that year was 
simply a list of the running total of the expenses up to that date. Payment must have 
been made some years earlier since the frescoes are dated 1442 and the ancone 1443. 
Furthermore, in this document, Cecilia is recorded as "Cecilia Donado". This 
unspecific title does not allow us to identify her precisely as Cecilia di Pazzino. The 
current state of research does not allow a positive identification of these two 
Cecilia's as the same person. Research in the archive of Sant'Apollonia is required to 
demonstrate whether "Cecilia di Pazzino di Messer Apardo Donati" had her 
religious training at the Florentine convent. The findings of this paper regarding the 
ancestry of this woman do suggest that she spent her early life in north Italy. 
163Horster (1980), pp. 18,171 - 73; Spencer (1991), p. 106. 
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she began her life at Padua rather than Florence. Furthermore 
documents in the archive of S. Zaccaria record a Cecilia Donato as 
housekeeper at S. Zaccaria in 1423, six years before she became abbess 
at Sant'Apollonia. 164 Besides Doge Foscari and Pietro Donato, the 
sisters of S. Zaccaria might have looked to Cecilia for advice regarding 
the recruitment of painters for the decoration of their church. In 
Florence Cecilia was in a good position to research such matters - in 
fact, Manno, her probable cousin, was evidently very knowledgeable 
regarding the whereabouts of Florentine artists. The famous letter of 
1438 from Domenico Veneziano in Perugia to Piero di Cosimo 
de'Medici at Florence confirms that one, Manno Donati, was on 
familiar terms with the Medici family and had first hand information 
about their artistic enterprises. Domenico comments, 
Many times I have asked about you, and have never 
learned anything, except that I asked Manno Donati, who 
told me that you were in Ferrara and in excellent health. 165 
If Cecilia was involved in the selection of an artist for S. Zaccaria her 
enquiries might well have led her to Castagno, a Florentine painter 
already in the vicinity of the Venetian convent. 166 
The Donato family, through their Venetian, Paduan and Florentine 
branches, were also closely associated with the Medici. In particular 
they played a leading role in assisting Medici fortunes during 
Cosimo's exile of 1433-34. The actions of Andrea Donato in this regard 
have already been noted. Furthermore, during his first months in 
north Italy Cosimo lodged in the Paduan house of Jacopo Donato, the 
1MPrimhak (1991), p. 147. Apparently Cecilia does not appear in Florentine 
documents before 1429. Spencer (1991), p. 106, comments; "I have not succeeded in 
finding the exact tenure of office of Cecilia di Pazzino Donati, but she does appear as 
abbess as early as 1429". 
165The letter is translated and published in Gilbert (1980), pp. 4-5. 
166Notwithstanding Spencer's objections, Cecilia was thus well aware of Castagno's 
ability and she may have recruited the artist to her project at Sant'Apollonia before 
leaving her office in 1445. 
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Venetian ambassador in Florence. 167 Jacopo's house had earlier 
provided a temporary residence for Cosimo's cousin, Giuliano when 
Florence was stricken by the plague at the close of 1430. It is 
noteworthy that, on this occasion Giuliano was accompanied by the 
sculptor and architect, Michelozzo. 168 Cosimo's own presence in 
north Italy at this time and his appointment as Florentine 
ambassador to Venice in December of that year possibly indicates that 
he also stayed at the Donato house in Padua on this earlier 
occasion. 169 The Donato family further played a large role in 
Cosimo's later fortunes. In October 1434 Cosimo's triumphant return 
from exile was engineered in part by Niccolb Cocco-Donati, a member 
of the Florentine branch, who was then serving as Gonfaloniere di 
Giustizia. 170 
The Donato clan are also of interest due to their close ties with the 
Strozzi family. Although Palla Strozzi spent the final thirty years of 
167Kent (1974). This house might have been the Donati palace at Padua in the 
district of S. Agnese, probably founded by Manno d'Apardo in the mid-Trecento. 
Cosimo's residence here might account for his familiarity with Manno Donati as 
revealed by Domenico Veneziano's letter. I have found no trace of a Jacopo Donato 
among the family trees of the Venetian branch of the family. 
168Letters from Giuliano of 27 December 1430 and from Michelozzo of the following 
day, demonstrate that the two men were together in Padua. For a discussion of the 
letters see McNeal Caplow (1977), p. 39; Lightbown (1980), I, pp. 168 - 72. 
169Cosimo fled Florence, along with his brother, Lorenzo, at the same time as 
Giuliano. The first period of their retreat was spent at Verona. In November, Lorenzo 
took Cosimo's children to Venice but Cosimo appears to have remained behind. 
Giuliano's letter of 27 December 1430 suggests that he was planning a trip to Verona 
perhaps to visit Cosimo. On 1 December Cosimo had written to Averardo from Verona 
asking for ambassadorial robes following his recent appointment to that office. See 
Gutkind (1938), pp. 92 - 94. 
170Two members of the Florentine Cocco-Donati are included among the list of the 
Medici faction in Florence compiled by Kent (1978), Appendix 1. The two men are 
Niccolb and his brother Giovanni. According to the research of Horster (1980), pp. 171 
- 73, Cecilia was probably the sister of Niccolb. Brief biographies of both Giovanni 
and Niccolb are included in that of their kinsman, Donato. See Miglio (1982). Spencer 
comments that Cecilia's father, Pazzino, is not mentioned among the Medici 
supporters listed by Kent. 
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his life in exile at Padua, he maintained strong ties with his native 
city. His will of 1447 reveals his cherished belief that he might one 
day return there. Moreover, the marriage alliances formed by his 
family were aimed to increase Strozzi fortunes in Florence. Recently, 
Spencer has located Palla's daughter, Caterina, among the nuns at 
Sant'Apollonia in Florence in 1444, during the abbacy of Cecilia 
Donati. 171 Cecilia and Caterina were possibly related since another of 
Palla's children, Gianfrancesco, was married to Luigia di Manno 
Donati, almost certainly another member of the Paduan Donati 
clan. 172 The ties between Palla himself and Pietro Donato within the 
humanist community of Padua were also very close at this time. 173 
The less senior patrons of the Vivarini partners might also have had 
important contacts with knowledgeable individuals in Venice and 
abroad, though their characters remain rather under defined at 
present. Margharita Donato, a sister at S. Zaccaria and patron of the 
Redeemer altar cannot be identified amongst genealogies of the 
Donato family. Due to her anonymity she does not form a significant 
part of this study, though her connection with the Donato family 
should not be overlooked. 174 Similarly Agnesina Giustinian cannot 
be discussed with any certainty. In 1443 she was one of two 
housekeepers in the convent, a high ranking office from which she 
was promoted to prioress in 1456. Her part in the selection of the 
Vivarini shop is intriguing given that she might have been a distant 
family relation of Marco Dandolo who commissioned the same 
painters at S. Moise in these years. Marco's mother was also called 
Agnesina Giustinian and the possibility remains that the two women 
were related. It would not have been out of keeping with Vivarini 
workshop practice to attract commissions through such social 
connections. Indeed, projects which the painters carried out at S. 
Pantalon were almost certainly the direct result of these social ties. 
171Spencer (1991), p. 107, n. 91. 
172Gianfrancesco Strozzi, son of Palla, ran the Strozzi bank and business affairs at 
Venice. 
173See above, Ch. 4. 
174References to Donato family members found by Primhak (1991) throughout the 
Venetian Benedictine archives make it clear that the family had strong and frequent 
connections with S. Zaccaria and the Benedictine movement. 
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The Coronation of the Virgin - S. Pantalon (1444) 
The Coronation of the Virgin altarpiece (P1.9), today in the chapel of 
S. Chiodo in S. Pantalon, was commissioned to decorate the altar of 
Ognissanti in the same church. The altar was built and dedicated in 
the early 1440s. The single panel of the altarpiece, though of modest 
dimensions, must have been an expensive undertaking due to the 
labour intensive practices required in its manufacture; the panel 
incorporates a considerable amount of intaglio decoration and an 
unusually high number of protagonists. The central image of the 
panel, the Coronation of the Virgin, takes place upon an elaborately 
carved marble throne. Around this central structure are arranged a 
large body of saints, cherubim and seraphim, the seven orders of 
angels and the Innocents carrying the instruments of Christ's Passion. 
Despite this unusual display of ethereal riches, the panel is more 
often noted due to its convincing depiction of a concave choir-like 
space in which the heavenly host are accommodated. The work is 
characteristic of the high point of the art of the Vivarini partners 
combining a spatially ambitious composition with an ostentatious 
level of decoration. 
The signature on the panel - "Cristoforo da Ferrara intaia, Zuane 
Antonio de Muran pense 1444" - though probably the result of 
nineteenth-century restoration work, reflects the original inscription 
recorded in early guides. 175 Sansovino described the altarpiece in its 
original location - the Ognissanti chapel. 176 However, by the time 
Boschini wrote in 1664 the altarpiece had already been relocated in a 
chapel close to the sacristy. 177 The work was probably moved from its 
175The altarpiece was restored in 1835. See Salsi (1837), p. 64. 
176Sansovino (1581), ed. 1663, p. 246: "Il paradiso ä guazzo nella cappella ä mezza 
Chiesa, fu fatto da Giovanni, e Antonio Vivarini l'anno 1444. La palla del 
Sacramento 6 di marmo di mezzo rilievo. Vi giace parimente un'Arcivescovo di Corfü 
della famiglia Gritty e un Iacomo Bartaldo Cancelliero del Principe 1'anno 1300, e 
Piovano del luogo". 
177Boschini (1664), p. 377: "Nella Capella appresso la Sacrestia una tavola, con la 
Beate Vergine, e altri santi, della maniera di Antonio Vivarino". The altarpiece is 
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original setting in preparation for the major rebuilding of the church 
between 1668 and 1686. On this occasion the main axis of the church 
was reoriented and the Ognissanti chapel was destroyed (Pls. 79 - 80). 
The place previously occupied by the chapel became the location of 
the new high altar, devoted to the storage and care of the 
Sacrament. 178 The altarpiece was placed in its present location 
following this rebuilding. It is recorded there in the earliest history of 
the church of the late seventeenth century. 179 
The earliest histories of the church provide significant information 
concerning the building history of the Ognissanti chapel. 180 The 
chapel was built by the parish priest, Francesco Gritti. An inscription 
from the old chapel, preserved alongside the Coronation altarpiece, 
records both Gritti's involvement and the date of the dedication of 
also mentioned by Ridolfi though he is unspecific concerning its precise location in the 
church; Ridolfi (1648), ed. 1914, I, pp. 37 - 38: "in San Pantaleone ne fecero un'altra di 
tutti i Santi ei portelli dell'organo". 
178See Da Villa Urbani & Mason (1994), pp. 10 - 12. According to Fanello (1698) the 
new high altar was originally dedicated jointly to the Holy Sacrament and St. 
Pantalon. However, his comments should be viewed with some scepticism since a 
separate chapel of S. Pantalon always existed in the church. 
179Fanello (1698). The earliest surviving version of the text is that included in Salsi 
(1837). The rebuilding of the church and movement of the altarpiece was the cause of 
some confusion for Fanello. He recorded the building of the a new chapel in 1444 and 
associated it with the Coronation altarpiece. However, Fanello identified the 
Cappella di S. Chiodo, where he saw the altarpiece in the late seventeenth century, 
as its original fifteenth-century home. He recalls; "Nell'anno 1444 it pievano 
Francesco Gritti diede principio per ridurre la chiesa a piü nobile architettura, col 
fabbricarvi una cappella tra la porta della sagrestia e Faltare di S. Pantaleone e 
Sacramento, nel sito ov'era Faltare dell'Annunciata". His location of the chapel is 
clearly based on the plan of the new church rather than the old. Moschini also 
confused the chapel of S. Chiodo with that originally built in the 1440s. The mistake 
of both men was probably due to the preservation of the dedicatory inscription of the 
Cappella di Ognissanti alongside the Coronation altarpiece. For this inscription see 
below. See 'Nuova Chiesa - descrizione di Monsign. Giannantonio Can Moschini', 
Salsi (1837). 
180Fanello (1698); Maccato (1767); Salsi (1837). 
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the altar -1 November (All Saints' Day), 1444.181 Gritti was parish 
priest at S. Pantalon from 1427 and he remained closely connected to 
the church until his death in 1458.182 The building of the chapel was 
both the most important part of a programme of restoration carried 
out by Gritti and his most personal and significant artistic 
commission. His final testament of 1 August 1458 made detailed 
provisions for the upkeep of the chapel. 183 First of all, Gritti specified 
that the chapel was to serve as the resting place for himself and his 
sister, Agnes. 184 He also provided substantial investments in the 
parish, totalling two and a half thousand ducats, to fund the saying of 
daily mass for his soul and to fund appropriate services on the 
anniversary of his death. 185 The inscription of Gritti's tomb survives 
in the high chapel of the new church though his body was 
transported elsewhere on 31 October 1677, during the rebuilding 
work. 186 The will further made provision for the smooth functioning 
181The inscription reads: "MCCCCXLVIIII DIE P. NOVEB. DED. FVIT. H. ALTARE. 
IN. HONOR. ONIVM. SCO. I[in]CVI. INDULGENTIA. LXXX. DIE. LOI. ANO. 
TPOR. D. F. GRIM". 
182Gritti's biography is given by Fanello (1698); Corner (1749), II, pp. 352 - 360; 
Maccato (1767); Salsi (1937). Gritti died on 4 August 1458. 
183For the will see ASV, Notarile Testamenti, b. 1238, n. 271. A transcribed version of 
the will is provided by Maccato (1767). All quotes and page references given here 
refer to Maccato's text. 
184"Corpus meum volo et intendo sepelliri in capella mea Omnium Sanctorum 
fabricata, et per me dotata, ut inde patebit, in Ecclesia S. Panthaleonis in sepulcro 
meo, quod ibidem per me et supras ac dilectissima sorore mea Agnese feci 
preparari... ", Maccato (1767), f. 79. 
185"Item quia de anno Domini. 1446. transactavi Capelle mee de : SS: [i. e. Ognissanti] 
site in Ecclesia predicta S. Pantaleonis ducatos mille imprestitoorsi Duri, partim in 
sexterio S. Pauli obligatos conditioni, quam sibi darem per hoc meum testamentum, 
volo quod ipsa imprestita, et alios ducatos mille quingentos dicte monete 
imprestitorum, quos volo, in medietate scribi dicte Capelle post obitum meum, nisi 
forte ante obitum meum eos scribi fecissem, conditionentur in hunc modum... ", Maccato 
(1767), f. 83. 
186The inscription is recorded by Salsi (1837) who saw it in the back right hand 
corner of the present high chapel. The inscription reads as follows: "FRANCISCI. 
GRITTI. PLEBANI. AB. ANNO. MCDXXVII. AD. / MCDLIIII. CANCELL. SER. 
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of the chapel after his death, leaving many of his own possessions for 
use therein; among the items mentioned are a missal, a silver cross, 
two elaborately decorated purses, numerous items of religious 
clothing and several prestigious relics. 187 These items, together with a 
DUCIS. VICARII. SANCTL MARCI. / ARCHIPRESBYT. CONGREGATIONIS. S. 
LUCAR. / TANDEM / ACOLYTHL SS. NIC. P. P. V. ET ARCHIEP. CORF / CUI / 
HAEC. ECCLESIA. IN. COMMENDAM. TRADTTA / OSSA / HIC. IN. VETUSTA. 
CAPELLA. OMNIUI"L SANCT. AB. IPSO. ERECTA / SACRIS. LOCUPLETATA. 
CUIK ANTEA. REGIMEN. ECCLESIAE / AC. REDTTUUM. MIRIFICE. AUXISSET. 
EX. TESTAMENTO / POSITA / OB. RECENTEM. VENERABILL SACRAMENTO / 
CONSTRUCTIO. 'VEM. RECONDITA. INDEQUE. TRANSLATA / ANNO. 
MDC[. )OCVIL VIG. OMNIUI4L SANCTORUM / IN. PACE. REQUIESCUNT / OBIIT 
DIE IV AUGUSTI / MCDLVIII". The removal of Gritti's body from the chapel is 
recorded by Maocato (1767), f. 87. 
187-Item ultra promissa dimissa Ecclesie S. Panthaleonis dimitto dicte Ecclesie pro 
usu mansionarii Capelle mee de quo inde ordinabo missale meum pulcrum et fazollum 
rneum a spalla ac pallium meum de raso nec non crucem meam argenteam, meum 
pectorale. _., et de ligno salutifere Crucis et plures alias reliquias, de quibus vidi 
miraculosas experientias ut serventur cum alii reliquii dicte Ecclesie pro usu et honore 
tam Ecclesie quam Capelle mee predicte, et bursam meam albam perlis ornatam, et 
aliam bursarn broccatam, quam iamdiu promisi, ut omnes ea uterentur in Ecclesia, et 
volo quod debeantur procuratores Ecclesie et Capituli mei date mini apparamenta, 
cum quibus debuero sepelliri, si ante obitam meam non preparassem in ipsa". Maccato 
(1767), f. 82. At the same time Gritti left a similar array of possessions to the church 
of Corfu of which he had been Archbishop since 1452. His will specified, "Item 
dimitto Ecclesie mee Corphierisis planetam meam viridem cum suis fulcimentis et 
unam bursam a corporalibus pulcram deauratam cum una cruce et aliquibus operibus 
aureis cum lapidibus in ea insertis cum sua capsa depicta cum an"na mea ad perpetuam 
mei memoriam, et ducatos centum imprestitonim scribendos fabrice dicte, quorum 
prode convertatur in fabricanti aut in ornamentum ipsius. Item dimitto eidem Ecclesie 
mee mitram meam aurifaxatam, quam mihi fieri feci pulcherimam cum capsa sua et 
bacilurn meum pastoralem argenteum, et ampulas duas magnas argenteas, nec 
non... _. c1rm atmis meis, et unum pallium, que omnia mihi constitent ultra ducatos 
centum triginta auri, que omnia volo ibi serventa pro usu Ecclesie et successorum 
meorum; et volo quod successori meo ac Capitulo Ecclesie mee assignentur ultra 
Pisanellam et Atartyrologium de quibus supra scripsi, crux argentea Archiepiscopalis, 
mitra aurifaxata; tunicella de bocassino chirotheca, et annuli Pontificales, et unus 
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similar array of goods bequeathed to the church of Corfu, his 
archbishopric since 1452, proclaim the materialistic side of Gritti's 
character. 
An examination of Gritti's participation in the affairs of the Venetian 
state and church provides a wider context in which to consider the 
circumstances surrounding his employment of the Vivarini partners. 
Furthermore, the wider aims of his programme of decoration and 
restoration within S. Pantalon also contribute to an interpretation of 
the complex iconography of the Coronation altarpiece. Although 
Gritti was elected as priest of S. Pantalon in 1427 and was to remain in 
that office until his death in 1458 his learning and judgement won 
him several other prestigious offices which often called him away 
from his parish in Dorsoduro. For example, in 1433, in his role as 
archpriest of the Congregation of S. Luca, Gritti was one of ten 
delegates chosen to represent Venetian interests at the Council of 
Basel. 188 Many years later in 1447 he was part of a papal delegation 
responsible for officiating the union of two monasteries at Treviso. 
His association with the Holy See continued and in 1452 he became 
archbishop of Corfu. 189 
Throughout this whole period Gritti was also closely associated with 
the ducal chancellery, serving as canon of San Marco and as public 
notary. In this last office he was responsible for drafting and 
witnessing many wills between 1422 and 1451 and it is through these 
documents that we are able to piece together the circumstances 
surrounding the initiation of his chapel project. On 2 October 1443, 
Gritti's activity took him to the parish of S. Moise where he was 
responsible for recording the final testament of Marco Dandolo. We 
have already had cause to investigate the document drawn up 
calix, quos habui in meo ingressu ad Ecclesiam predictam: et que omnia penes me esse 
vocavi pro publicum instrumentum; ac Pontificale unum coopertum veluto de gran". 
1" ta cca to (1767), f. 83. 
188Maccato (1767), ff. 71 - 73, discusses the documentation for Gritti's time at Basel, 
including an entry from the sacristy journal of S. Pantalon which records Gritti's 
absence from the church due to his presence at Basel. 
189Gritti probably received the benefices of this office without actually becoming 
resident in Corfu. 
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between the two men on this occasion in connection with Marco 
Dandolo's chapel in the church of S. Moise. 190 According to the 
assessment of events at S. Moise presented in this study, Marco's 
altarpiece from the Vivarini shop was already in place at this date. 
This supposition seems to be further confirmed by Gritti's own 
employment of the partners at exactly this time. Documents 
recording the commission of the S. Pantalon Coronation do not 
survive, but it is possible to estimate the length of time allowed for 
the production of the altarpiece by considering a closely parallel 
project. On 31 May 1447 a slightly larger copy of the S. Pantalon 
Coronation was commissioned from Michele Giambono by Giovanni 
Dotto, procurator at the church of Sant'Agnese in Venice (11.81). The 
altarpiece had to be in place by Easter 1448 allowing approximately 
eleven months for its completion. 191 Allowing a similar period for 
the production of the S. Pantalon Coronation, we can estimate that 
Gritti's commission came in November 1443 since the altar for which 
it was intended was dedicated on 1 November 1444. This series of 
events allows a greater degree of speculation. Firstly it is possible to 
presume that Gritti's attention was drawn to the work of the Vivarini 
1Two files of wills drawn up by Gritti are contained in the ASV, Notarile 
Testaments, bb. 560 - 561. However, Marco Dandolo's will is not among them. The only 
known copy of Dandolo's 1443 will is that contained in the files of the Procurator 
ASV, Procuratori di S. Marco de Citra, b. 59. 
191The contract between Giovanni Dotto and Giambono, ASV. Cancelleria Inferiore. 
nu m rancecco. B ? CLVIII. a was partly transcribed 
by Paoletti (1893), I, p. 98 and by Paoletti & Ludwig (1899), p. 433, n. 72. An English 
translation appears in Chambers (1970), pp. 186 - 187. It should be noted that 
Chambers translated the word "dotto- as meaning learned, not realising that this 
was the surname of the priest at SantAgnese. Following this contract, Giambono 
made a separate agreement with the wood carver, Francesco Moranzone, for the 




VIII_ c. 140. This agreement, dated 13 June 1447, was partially transcribed by 
Paoletti (1893), 1, p. 98. The fact that Giambono negotiated this contract without the 
intervention of his patron, Giovanni Dotto, is significant since it probably reflects the 
common practice of the Vivarini partners in relation to the frame makers with whom 
they worked so closely. This example contradicts the findings of Connell (1988), pp. 
222.223, who concluded that subcontracting was not customarily practised in the 
Veneto. 
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partners through contact with Marco Dandolo, himself a prominent 
patron of the shop. This process of communication between patrons 
is perfectly in keeping with contemporary practices. Secondly, as 
mentioned above, Gritti's actions make it even more probable that 
Marco Dandolo's altarpiece was already in place by the time of his 
1443 testament. 
Having established something of the history of the commission it is 
appropriate to consider how the altarpiece related to its environment 
in S. Pantalon. The altarpiece was a key element in Gritti's wider 
campaign to increase the importance of his church. Surviving records 
in the church document the numerous projects with which Gritti 
was concerned in the early years of his ministry. 192 Some of Gritti's 
work in the church was dictated by the need for restoration. He was 
responsible for renovating the altars of St. Pantaleon and of St. 
Sebastian and for replacing the old organ. 193 On other occasions he 
was concerned with measures to ensure the splendour befitting 
religious celebrations: he paid for the casting of a new bell for the 
church in 1429,194 of a large chalice for the celebration of mass in 
143219-5 and donated a pectoral worn during the principle feasts. 196 All 
1921 have been unable to gain access to the archive of S. Pantalon - still preserved in 
the church itself - due to its poor state of preservation and organisation. However, a 
series of notes which Gritti made in the chapter book are recorded by Maccato (1767). 
193Maccato (1767), f. 71,73, quoted from the chapter book regarding the altars: "1429 
15 Zener p spexe seguide p sagrar li altari di sancta maria di S. Sebastian, et quelo de 
S. Pantalon, p li quali spixi di raxon de la giesia -£ 18"; and the organ: "1438.10 
Marzo fexi pato con m. marcho dali organi di s zulian de voluntrade del mio capitolo 
chel me die far un organ de la bontade e perfezione de quelo de s zacharia e una uoxe 
frazor e die haver, l'organo vecchio et una de la cortine, e ducati 56 d'oro". It is also 
possible that Gritti commissioned the Vivarini partners to provide this organ with 
doors around the time of the Coronation commission, for which see below. 
1911%laccato (1767), f. 71. 
195' Maccato (1767), f. 71, "adi 4 mazo fexi for un calze pexa onze 43 e una copa granda 
da comunegar onze 10. U disse di havere lizenzia de Monsignor Andrea Bon abado di 
s. Gregorio vicario di Castelo per non esser Monsignore lo vescovo in la terra ed de 
consenamento del mio capitolo". 
1 'The pectoral is described by Salsi (1837), p. 64: "Fra gli altri doni fatti dal 
pievano alla chiesa conservasi it cosi detto 'razionale' o 'pettorale', the nelle 
191 
three items carried the arms of Gritti, proclaiming his authority in 
the church. Gritti was also particularly concerned with the acquisition 
and storage of relics. In 1432 he purchased a relic of St. Pantaleon and 
he was probably also responsible for the collection of several 
others. 197 An inscribed tablet found in his sepulchre lists the relics 
which were deposited in the altar of Ognissanti: 
Reliquie de S. Pantalon. de S. Maffio, de S. Almorö, de S. 
Agustin, de S. Azzian eremita. e altre reliquie trovade in un 
altare segrato collocade nel presente altare de ogni santi 
segrado 1444 adi Primo novembre fu fondato e dotado p mis 
sie francesco gritt piovan de s. pantalon e Cancellier del 
PPe"19s 
S. Pantalon received other precious relics in these years. In particular, 
in 1438 Marco Loredan donated the right foot of St. Pantaleon. This 
was the cause of a solemn procession and of much celebration as 
noted in church records. 199 Such a celebrated relic received an equally 
principali solennita porta sopra it piviale innanzi al petto il pievano 'pro tempore'. 
Esso Pa guisa di placca o stemma, con piccola figura di getto rappresentante S. 
Giuliana Vergine e Mutire Nicomediense nel mezzo, con quattro pietre rilevanti 
disposte come ne quattro angoli, tutta in lavoro gotico. Questo razionale si riguardb ad 
immemorabili siccome un privilegio singolarissimo di nostra chiesa, essendo esso un 
segno di dignitä e distinzione". The pectoral is also mentioned in Gritti's will, for 
which see above. 
197Maccato (1767), f. 71, refers to the reliquary: "19 fevrer 1432. io diedi a s. ambruoxo 
da s. zulian dovesse donar per cortexia a una persona per mezo de la qual elimese aver 
una reliqua de S. panthalon the Sono do oxesti in pigoladi in una piastra di latong". 
199The inscription and its provenance are recorded by Maccato (1767), f. 74. The 
tablet must have been discovered when Gritti's body was exhumed on 31 October 1677. 
The reliquaries were also mentioned in Gritti's will, for which see above. 
199Maccato (1767), f. 73, quotes from the chapter book "adi 11 Mazo 1438 faso nota 
the io fexi, una singular solemnitadi per haver hadudo dal spectabile m. Marcho 
Loredan el qual iera vegnudo retor da la cania, et haveva portado cum esso per oferir 
ala giexa d m. s. Panthalon et gie dextro de quelo glorioso martire et patron de quela 
al qua! si d m. s. panthalon manchava un dedo intriego fexi colocar la dita reliqua su 
laltar grando d m. s. polo e deli cum grandissima solemnita processionalmente lo 
andasemo a fuor cum soni canti umovela, e grandissimo aparechio e convento di molti 
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splendid casket, commissioned by Gritti and described by him in a 
volume recording the actions of the church chapter. In an entry dated 
15 September 1439, he recorded. 
.. uno tabernaculo 
de arzento informa de cofin cum 
bellissimi silieri e strafori et cum li suprascriti crystali per el 
qual tabernaculo trovi et havi da parochiam e fuor de 
parochia onze dodese e meza darzento e onze 7- tolsi da 
una pathena e altri arzenti robi de la giesia che pesa onze 
vinti le qual io, di a maistro... orexe todesco per el dito 
lavoro, el qual lui, me doveva far di pexo d marche 3... e 
doveva haver ducat diese de la marcha. fexelo de onze 45 e 
meza per lo qual cosa, denegnissimo a litigar ala zustizia e 
tandem per determinazion, de zastizieri convere tuor al 
dito lavoro e pagarmelo in questa forma .... 
200 
Such a level of concern with collecting relics in this period might also 
make us question the provenance of two Passion relics - of the Cross 
and the Crown of Thorns - still conserved in the church in fifteenth- 
century caskets. 201 Certainly the gothic workmanship of their 
containers is in keeping with that of the early Quattrocento. If they 
can be connected with the years of Gritti's office and with the altar of 
Ognissanti their presence might explain the prominence of such 
symbols of the Passion within the iconography of the Coronation 
altarpiece. 202 
signor piovani prevedi e altra chierexia per modo the la giexia non fo capase al terzo 
del populo the fa al dito spectaculo et fexi predicar per maistro nicolo spineli de 
Lordene de' frar menori et qual per la moltitudine de popolo concorso a la veneration 
di questa pote dir poche parole: spixi in barche organo et altri instrumenti £3: 1". 
200Maccato (1767), f. 73. The full entry reads, "lo spexi per pesi 4 de crystali do 
grandi e do pizoli, i quali so (50? ) zonti ad alcuni altri crystali the fo dela cesa di 
legno antiga the fo da soroar el sagramento antigamente et me iera rotta e desurele p1 
e 1/2 io fexi far per colocar honorificamente et se de m. s panthalon martire habudo 
adi 11 Marzo 1438 dal spectabel m. Marcho Loredan come avanti ho scrito e fatone 
mention in questo libro a perpetua memoria uno tabernaculo de arzento informa de... ". 
201The caskets are illustrated by Bisacco (1933). 
202The origin of these relics is uncertain. According to Bisacco (1933) several Passion 
relics were brought to Venice by Doge Enrico Dandolo following the fall of 
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An alternative explanation for the prominence of the Passion 
symbols is given by Mary Echolls. She notes the prominence of the 
banner of victory and the ladder in the foreground of the Passion 
group and takes this to be a visual symbol to "suggest that access to 
the divine throne depends upon Christ's Passion". 203 The prominent 
placement of the Gospel writers and the Four Doctors similarly 
illustrate that access to Heaven can be gained through the Word of 
Christ. 204 
Although it is hard to dispute Echolls' visual reading of the Passion 
imagery, this simply adds an extra level of meaning to the complex 
iconography of the scene. The dedication of the chapel to Ognissanti 
was almost certainly influenced by a concern to give special honour 
to the church relics. As already noted the altar itself was to contain 
many such reliquaries. Furthermore, on this occasion Gritti's actions 
were not governed by the need for renovation. The altar dedicated to 
the Virgin which was destroyed in the process of building the 
Ognissanti chapel must have been in a good state of repair since 
fragments of its Trecento altarpiece still survive. 205 The previous 
dedication of the altar of Ognissanti also explains much of the 
complex iconography of the Coronation altarpiece. Fanello recorded 
that figures of the Virgin Annunciate and the Angel Gabriel formed 
part of the original frame of the altarpiece in memory of the pre- 
existing altar. The choice of the principal Coronation subject should 
Constantinople in 1203. They were preserved in San Marco and were later, at an 
unspecified date, transferred to S. Pantalon. However, another Passion relic - that of 
the Santo Chiodo - came into the possession of S. Pantalon only in 1830. Despite the 
prominence of this symbol of Christ's Passion in the foreground of the altarpiece, the 
relic was not venerated in the church in the 1440s. 
203Echolls (1976), p. 72. 
204My research has benefited significantly from discussions with Dr. James Lawson 
concerning the iconography of this painting. 
205That the Ognissanti chapel replaced that of the Virgin is recorded by Fanello 
(1698) who called it the altar of the Annunciation, and by Salsi (1837). Three panels 
from an altarpiece dedicated to the Virgin by Paolo Veneziano survive in the S. 
Chiodo chapel alongside other treasures from the old church. See Da Villa Urbani & 
Mason (1994), pp. 13 -16. 
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also be considered as a measure taken to preserve the older dedication 
to Venice's most important protector. 206 The Coronation of the 
Virgin was an image which was charged with several powerful 
meanings in the fifteenth century. According to the interpretation of 
Echolls, the primary meaning of the S. Pantalon image was closely 
connected to the Eucharist. Not only is Christ's Passion given 
emphasis by the symbols carried by the Innocents below the throne, 
but also the throne itself is decorated by grapes, symbols of the 
Sacramental wine. Echolls extends this meaning to all elements of 
the S. Pantalon image noting the close parallel which existed between 
the concepts of the Mystical Body of the Bridegroom and the 
Communion of the saints. She concludes, "Thus it seems possible 
that the Celestial Coronation of the Virgin was shown to refer to the 
Wedding of the Bridegroom and His Bride that was celebrated in the 
eucharistic banquet and in the celestial banquet of the saints". 207 
From the circumstances surrounding the foundation of the altar of 
Ognissanti it can be seen that the altarpiece was designed to satisfy 
very specific iconographic criteria involving dedications to the 
Virgin, to the relics of the saints and of the Passion and also to 
include references to the Sacrament. Such iconographic 
requirements, combined with Gritti's concern for material splendour, 
explain the remarkable richness of detail of the altarpiece - in effect 
Gritti created an altar for all occasions. The specific demands of this 
commission should also make us aware that the innovative 
206Fanello (1698) described the original gilded frame: ".. l'altare in onore di tutti i 
santi con nobile intrecciatura d'intagli messi ad ora, sopra de' quali vi pose Tangelo 
Gabriele, the annunciava la B. V., figure pure d'oro per conservare la memoria 
dell'altare della Annunciata". A drawing in the British Library which is certainly 
related to the S. Pantalon altarpiece includes the scene of the Annunciation in the top 
corners of the composition. According to the inscription of the Coronation altarpiece 
the frame was sculpted by Cristoforo da Ferrara. Cristoforo da Ferrara worked with 
Jacobello del Fiore on the Coronation of Ceneda; with the Vivarini partners at S. 
Pantalon; at S. Francesco Grande in Padua in 1447; and probably many others 1444-47. 
For a brief discussion of the sculptors who collaborated with the Vivarini shop see 
Pallucchini (1962), pp. 77 - 79. 
207Echolls (1976), p. 72. Wilk (1978), pp. 91 - 106, also discusses the eucharistic 
meaning of the Coronation image. 
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compositional solution could not have been borrowed from another 
source but was rather the product of Vivarini design. Several 
Coronation images have been proposed as possible models for the S. 
Pantalon altarpiece. Norman Land thought that it reflected a design 
painted by Filippo Lippi once in the Santo at Padua. 208 More often, 
the arrangement of a central Coronation image flanked by rows of 
saints and capped by the Annunciation has reminded art historians of 
the fresco by Guariento in the Palazzo Ducale (P1.82). 209 However, the 
fresco in the Sala del Maggiore Consiglio was not an appropriate 
model for the Vivarini partners since the two Coronation images 
served very different functions. Guariento presented the spectacle of 
the Coronation complete with music making angels and other 
trappings. By contrast the S. Pantalon image directly addressed the 
faithful by emphasising their means of access to the kingdom of 
Heaven. Rather than serving as an indication of the sources available 
to the Vivarini partners, therefore, the S. Pantalon Coronation bears 
witness to their remarkable powers of design and innovation. 210 
208Land (1977). Incidentally the specific demands of this commission also undermine 
Land's suggestion that the work was a copy of an earlier painting by the Vivarini 
partners from S. Bamaba. 
209Sinding Larsen (1974), pp. 45 - 56; followed by Humfrey (1994), p. 145. 
2100ne stage in the design process might be reflected in a drawing in the British 
Library (Pl. 83). The drawing is bound separately into MS. Add. 41600, fol. 90v in the 
British Museum. See British Museum, (1959), pp. 79 - 81. The drawing is very clearly 
related to the S. Pantalon Coronation yet the exact relationship between the two 
works has never been adequately explained. There exist several possible alternatives 
for the exact function of the drawing. It may be a copy made after the S. Pantalon 
altarpiece. This opinion is favoured by Testi (1915), II, p. 354, and Saxl (1957). As 
such it may have served as a preparatory model for the copy made by Giambono for 
Sant'Agnese commonly identified as the Coronation panel in the Accademia in 
Venice. For this painting see Moschini Marconi (1955), pp. 26 - 27. Alternatively it is 
the hypothesis of Land (1977) that the Accademia panel was painted by Giovanni 
d'Alemagna in 1440 for the church of S. Barnaba, Venice. Several features are shared 
by both the drawing and Giambono's version but not by the original in S. Pantalon; for 
example, the arrangement of the angels around the top of the throne. However, the 
drawing style does not match that of Giambono and the final painting reflects the 
compositional drawing only slightly, suggesting that the two works should not be 
196 
The S. Pantalon Organ Shutters -. S. Pantalon (c. 1444? ) 
It is possible that Gritti was responsible for a second commission from 
the Vivarini partners during the 1440s. Ridolfi included a set of organ 
doors from S. Pantalon amongst the works which he attributed to the 
Vivarini shop. 211 Similar objects once existed at S. Giorgio Maggiore 
and S. Moise. Moreover, Gritti financed the creation of a new organ 
around this time. Documents from the chapter book at S. Pantalon, 
quoted by Maccato specifically record this commission: 
1438.10 Marzo fexi pato con m. marcho dali organi di s 
zulian de voluntrade del mio capitolo chel me die far un 
organo de la bontade e perfezione de quelo de s zacharia e 
una uoxe frazor e die haver, 1'organo vecchio et una de la 
cortine, e ducati 56 d'oro. 212 
closely associated. Merkel (1979), thought that the drawing was a preparatory work 
for the Sant'Agnese altarpiece and was perhaps by Giambono himself. In this opinion 
he followed a suggestion of Pesaro (1977-78). Merkel further correctly supposed that 
the Annunciation scene was to form part of the frame of the altarpiece though he 
seems to suggest that this element was introduced by Giambono. We now know that 
the original frame by Cristoforo da Ferrara at S. Pantalon contained the same scene. 
Alternatively, the British Library drawing might reflect an earlier stage in the 
design of the S. Pantalon altarpiece. The detailed nature of the drawing indicates 
that it functioned as a presentation drawing which was probably submitted to the 
patron and maintained by him together with a copy of the contract. In this case the 
drawing represents an ideal composition which matched all the requirements of the 
patron. The changes which took place in the finished altarpiece, including the 
slightly diminished angelic contingent and the disappearance of the level of earthly 
parishioners probably came about as the result of practical necessities dictated by 
the size of the panel. However, the style of the drawing does not match that 
commonly associated with the Vivarini partners. 
211Ridolfi (1648), ed. 1914, I, pp. 37 - 38; "in San Pantaleone ne fecero un'altra di tutti 
i Santi ei portelli dell'organo". 
212Maccato (1767), f. 73. 
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Based upon what is known of Gritti's attention to church spectacle it 
is a simple matter to speculate that he was also the patron of the 
organ doors. Having obtained the necessary instrument for church 
celebrations Gritti would then have been concerned to ensure that it 
was housed with the appropriate splendour. It was further 
characteristic of Vivarini shop practice to negotiate second 
commissions with existing customers. 
The St. Monica Altarpiece - S. Stefano (c. 1445) 
History of the Altarpiece 
Sansovino's 1581 description of the church of S. Stefano records two 
altarpieces painted by the Vivarini partners. The first was that 
dedicated to St. Jerome belonging to the da Molino family, the second 
depicted St. Monica: 
Et in Chiesa alla destra la palla di San Hieronimo di 
Giovanni, et Antonio Vivarini che furono 1'anno 1441, e 
l'intaglio dell'altare fu fatto da Gasparo Moranzone. Et alla 
sinistra la palla di Santa Monica, nella quale si veggono 
diversi habiti antichi di Vinitiani, de medesimi Vivarini. 213 
His description is confirmed by the reports of Ridolfi and Boschini in 
the mid-seventeenth century. 214 
Despite the clarity and agreement of these reports concerning the 
attribution and description of the altarpiece, the presence of two 
altarpieces by the Vivarini shop within S. Stefano has caused some 
confusion. Boschini grouped the works by artist thus disregarding the 
diverse location of the two altarpieces and ignoring the more accurate 
specifications recorded by Sansovino and in the records of the 
213Sansovino (1581), ed. 1663, p. 129. 
214Ridolfi (1648), ed. 1914, I, pp. 37 - 38; "e altra di Santa Monacha con picciole 
historiette intorno della vita sua": Boschini (1664), Sestier di S. Marco, p. 90, "vi sono 
poi due Altari, uno di S. Girolamo, e l'altro di Santa Monica, tutti due del Vivarini". 
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apostolic visitation of 1581.215 These two sources are specific in their 
location of the two altars on opposite sides of the church. Moreover, 
Sansovino's date of 1441, given in relation to the St. Jerome 
altarpiece, has occasionally mistakenly been attributed to both 
works. 216 The histories of the two altarpieces became more closely 
associated during rebuilding work in the church in the eighteenth 
century. As recounted by Nicolai and Apollonio, the dedications of at 
least three altars were changed in the early eighteenth century. 217 At 
this time the altar of St. Stephen, situated on the west wall of the 
church, was found to be of insufficient size for the celebration of mass 
and was subsequently moved to a more appropriate site in the left 
aisle - that previously dedicated to St. Monica. However, in order to 
preserve the memory of St. Augustine's mother, Monica's altar in 
turn replaced that previously belonging to the da Molino family, 
dedicated to St. Jerome (Pl. 71). 218 The rebuilding and redecoration of 
the new St. Monica altar was completed by 1734219 at which time the 
old altarpiece by the Vivarini partners was donated to the sister 
church of the Augustinian tertiaries at Spilimbergo. It remained there 
for an unknown period before being dismantled and its panels 
disbursed. 220 
215Sansovino (1581), ed. 1663, p. 129; Rome. Archivio Segreto Vaticano. 
Congregazione del Concilio. Visitationes Apostolicae. 74. f. 84r. (I am grateful to 
Professor Peter Humfrey for drawing my attention to this document). For the 
circumstances of the 1581 visitation see Tramontin (1967). 
216This mistaken reading was recognised and corrected by Moschini Marconi (1955), 
Cat. 34, pp. 35 - 36. 
217Apollonio (1911); Nicolai (Memorie). 
218This altar was rededicated to St. Monica in 1708. 
219The old wooden altar was replaced with one of marble and the new altar was 
adorned with both an altarpiece painted by Antonio Pellegrini and a pair of marble 
statues to flank it. 
22OCommentators frequently state that only the central statue was sent to 
Spilimbergo. For example see Niero (1978), p. 15; Moschini Marconi (1955), pp. 35 - 36; 
Apollonio (1911), p. 42. However, Nicolai (Memorie), clearly states that the painted 
panels also accompanied the statue to Spilimbergo. This oversight was recently 
corrected by Moretto Wiel (1997), pp. 237 - 288. However, the same writer 
mistakenly observes that the altarpiece was sent to a Franciscan church at 
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Reconstruction 
The discovery, from the 1920s onwards, of several small panels 
depicting the life of St. Monica has lead to the gradual and partial 
reconstruction of the original complex. Following the earliest 
descriptions it is known that the altarpiece once consisted of a central 
wooden sculpture of the saint surrounded by small panels showing 
scenes of her life. 221 This type of altar, which sometimes incorporated 
a painted image of the saint rather than a sculpture, was common in 
the Veneto in the fourteenth and early fifteenth centuries. 222 
To date five narrative panels from the life of St. Monica have been 
identified. The five panels are as follows: the Marriage of St. Monica 
(Venice, Accademia), the Birth of St. Augustine (Courtauld Institute, 
London), the Conversion of Patricius (Detroit Institute of Arts), the 
Dream of St. Monica (Milan, private collection), the Baptism of St. 
Augustine (Bergamo, Accademia Carrara) (Pls. 84 - 88). 223 The number 
Spilimbergo. The dismantling of the complex may well have occurred at the time of 
the Napoleonic suppression. One obvious line of research concerning the history of the 
church at Spilimbergo has not been pursued since the later history of the altarpiece 
does not directly fall within the aims of this thesis. 
221Sansovino (1581), ed. 1663, p. 129; Ridolfi (1648), ed. 1914, I, p. 37; Nicolai 
(Memorie), refers to, "la sua statua in legno... ed insieme anco le pitture the stavano 
attorno e detta immagine"; Apollonio (1911), p. 42, "una statua di legno abbellita 
attorno della dipintura di alcuni fatti della sua vita". 
22217or example see the polyptych by Simone da Cusighe of 1394 showing the life of 
St. Bartholomew, today in the Ca' d'Oro (inv. n. 548), or the St. Lucy altarpiece by 
Quirizio da Murano in the Accademia dei Concordi at Rovigo. 
223Heil (1930), was the first to recognise that the Conversion panel should be 
associated with the Birth, though the identification of the protagonists was not 
certain until their association with the Marriage scene in 1937 by Pudelko (1937a). 
Zeri (1951), added a fourth panel, the Baptism and finally, Toesca (1951), discovered 
a fifth, the Dream, at Milan. The entire cycle is reconstructed by Kaftal (1978), No. 
215. For a more detailed assessment of critical opinion see Pallucchini (1962), Cat. 
nos. 13 - 17, and the unpublished catalogue reference by Burton Frederickson (1978) 
held at the Detroit Institute of Arts. My thanks to Aim6e Marcereau at the Detroit 
Institute of Arts for providing me with a copy of this last source. 
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of scenes included in the entire scheme or their original arrangement 
cannot be stated with any certainty. There are many possible ways in 
which the narratives might have been disposed; either horizontally 
or vertically and in any number of registers to either side of the 
central image. However, the surviving panels can provide clues as to 
the most satisfactory arrangement. A number of factors indicate that 
the original design consisted of a single vertical tier of narratives 
placed to either side of the complex. If the surviving panels are 
arranged in this way, several important compositional elements are 
revealed (P1.89). 224 The histories begin to the left of the central figure; 
the Marriage of St. Monica, the Birth of St. Augustine and the 
Conversion of Patricius, contain compositional similarities which 
indicate their arrangement below one another. In each scene a 
division is constructed between the principal action confined to the 
right of the panel, and the subsidiary bystanders who occupy the left 
edge of the narrative. The division is further emphasised by the 
contrast between inner architectural enclosures to the right and views 
to the outside world on the left. Moreover the perspective 
construction of all three scenes directs our attention towards a central 
image situated to their right. 225 The narratives continued down the 
right hand side. In the Dream of St. Monica and the Baptism of St. 
Augustine, most orthogonals (though not them all) converge 
towards the left of the scene. Also the figure of St. Augustine is placed 
on the far right of both scenes suggesting that his progression from 
boyhood formed a constant element throughout the vertical 
development of the altarpiece. 
224The reconstruction is complicated by the fact that all the panels have been cut 
down. The present measurements of the panels are as follows (cm): Marriage - 46.5 x 
31.5 (The measurements of the Marriage panel refer to the full panel and not simply 
the painted area); Birth - 32.5 x 25; Conversion - 36.7 x 26.7; Dream - 25.5 x 20.5; 
Baptism - 38 x 26. All the panels must originally have contained inscriptions giving 
the exegesis of the scene depicted, and probably had arched tops. The Marriage 
panel provides the most accurate impression of the original size and shape of all the 
panels. 
225The orthogonals do not converge to a single central point but towards a vertical 
line placed in the centre of the altarpiece complex. For this type of perspective 
construction, common amongst artists' workshops of this period, see Joost-Gaugier 
(1977), esp. p. 296. 
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Other cycles depicting Monica's life might indicate the subjects of the 
missing scenes from the S. Stefano altarpiece. To date only one other 
fifteenth-century Italian cycle dedicated exclusively to St. Monica has 
been identified. The St. Monica altarpiece by Francesco Botticini at S. 
Spirito in Florence was painted towards the close of the fifteenth 
century (P1.90). 226 Its principal rectangular field depicts Monica 
enthroned and surrounded by adoring Augustinian nuns. Below this, 
the predella is devoted to illustrating her life. Six episodes have been 
selected; her marriage, her prayers for the salvation of her son, her 
sorrow at Augustine's departure from Africa, her conversation with 
Augustine at Ostia, her last communion and finally her funeral. This 
basic narrative is closely based upon Augustine's description of his 
mother in his autobiographical text, the Confessions. 227 Throughout 
this work Augustine included fleeting references to Monica, praising 
her as a model of virtue and outlining her part in his conversion to 
Christianity. The earliest written biographies of St. Monica were little 
more than compilations of these references. 228 
It is worthwhile briefly presenting Monica's life as it can be 
understood from Augustine's notes. Our earliest view of Monica is as 
a young girl under the close scrutiny of her elderly mistress. Monica's 
nanny curbed the excesses of her young charge, yet despite this strict 
regime Monica still developed a taste for wine. Her demise into 
drunkenness was only halted by the offhand insults of another 
servant within the household. 229 Fortunately, Monica survived her 
early temptations and went on to be, "a woman in sex, with the faith 
of a man, the serenity of great age, the love of a mother, the piety of a 
Christian". 230 Shortly afterwards Monica married her husband, 
Patricius and, after years of nagging, eventually converted him to 
226For Botticini's work see Padoa Rizzo (1976); Kaftal (1952), cols. 749 - 752. 
227The edition of the Confessions of St. Augustine used in the course of this study is 
the translation by F. J. Sheed (London 1944). The text will subsequently be cited as, 
'Confessions (1944)'. 
228For a summary of the early biographies of St. Monica see Webb (1980). 
229Confessions (1944), Bk. 9, VIII. 
230Confessions (1944), Bk. 9, IV. 
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Christianity on his deathbed. 231 Following Patricius' demise, she 
quickly turned her attentions to her wayward son, Augustine. 
Although she approached a learned bishop for his help with the 
unruly minor and constantly prayed for Augustine's salvation, the 
child remained unrepentant. 232 Eventually, her prayers were 
answered when, in a dream, a messenger from God reassured her 
that her son would one day be saved. 233 However, the Lord was to 
make Monica wait a number of years yet for her son's conversion. 
Augustine's text reaches a climax with his own departure for Italy. 
Once again his mother prayed for a change of heart but none was 
forthcoming. 234 Several years later she was forced to brave 
treacherous seas in order to follow her son to Italy. 235 Soon after his 
mother's arrival, Augustine was swayed by the example of St. 
Ambrose and was baptised. 236 The teachings of Ambrose also had a 
significant influence upon Monica's approach to worship; she 
abandoned her custom of offering food and drink at holy shrines 
giving instead only prayer. 237 Before her death, Monica was finally 
able to converse with her son on matters of faith. Augustine 
recounted one particular occasion upon which the couple stood 
together at a window and discussed the mysteries of God's teachings. 
The next day Monica became ill and began to make arrangements for 
her burial. Monica died shortly afterwards and her funeral took place 
at Ostia, the site of her death. 238 
From this account it is clear that Botticini or his advisor selected the 
most salient episodes from Augustine's text and translated them into 
visual narratives. Likewise, these events formed the basis for 
Monica's inclusion within other Italian cycles devoted to the history 
of St. Augustine himself. For example, in those by Benozzo Gozzoli at 
231Confessions (1944), Bk. 9, IX. 
232Confessions (1944), Bk. 3, XII. 
233Confessions (1944), Bk. 3, XI. 
234Confessions (1944), Bk. 5, VIII. 
235Confessions (1944), Bk. 6, I. 
236Confessions (1944), Bk. 9, VI. 
237Confessions (1944), Bk. 6, II. 
238Confessions (1944), Bk. 9, X- XIII. 
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San Gimignano painted in the 1460s239 and by Ottaviano Nelli at 
Gubbio of around thirty years earlier, 240 St. Monica is depicted in 
contexts derived from the Confessions. 241 
However, a more extensive version of Monica's life was in 
circulation from the first half of the fifteenth century. This is 
demonstrated by two richly illustrated manuscripts both dating from 
the 1430s. Both volumes narrate the biography of St. Augustine 
whilst also giving new prominence to the part played by St. Monica 
in his early life and salvation. The first text, a south German 
manuscript today at Berlin, includes one hundred and twenty three 
scenes from the lives of the saints. Of these, twenty nine images 
include St. Monica; together they comprise almost her complete 
biography, as set down by St. Augustine within his Confessions (Pis. 
91 - 95). The second manuscript, written and illustrated in Florence in 
1433, includes a less comprehensive biography of both mother and 
son but nonetheless incorporates the most significant moments from 
both of their lives (Pis. 96 - 98). 242 Monica's role in the life of St. 
Augustine was certainly awarded a higher profile from 1430 onwards 
239Cole Ahl (1986); idem. (1996), pp. 121 - 142; Kaftal (1952), cols. 100 - 112; J. & P. 
Courcelle (1969), pp. 85 - 106. This final text includes numerous other northern 
European cycles in which St. Monica plays a prominent part. However, these schemes 
remain outside the scope of the present study. 
240Kaftal (1986), cols. 125 - 146. 
241There exists a third Italian cycle in the cloister of the Augustinian hermitage of 
San Salvatore di Lecceto, near Siena, in which St. Monica figures quite prominently. 
The frescoes, dated 1442, are the closest in date to the S. Stefano altarpiece. Monica's 
veneration at Lecceto at this time is intriguing since Lecceto was the centre of 
Augustinian observant reform and was therefore in a position of some influence within 
the Order. The Lecceto frescoes have recently been the subject of study by De Klerck 
(1988). Unfortunately de Klerck pays little attention to Monica's role within the 
cycle. The relation of the Lecceto images to those once at Venice merits further study. 
242For these manuscripts, held in the Kupferstichkabinett, Berlin (78A 19a) and the 
Biblioteca Nazionale, Florence (II. 1.112), respectively, see J. & P. Courcelle (1969), 
pp. 27 - 64; 73 - 84. The compositional schema employed in these volumes are similar 
in many ways to those of the Venetian cycle. This similarity suggests that the 
Vivarini partners had access to a related manuscript source as the basis of their work. 
This issue is addressed in slightly more detail in Ch. 2 of the present study. 
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and Augustinian humanists did compose more detailed accounts of 
her life around mid-century. Both of these developments will be 
discussed in due course. 
At this juncture our attention will focus upon the relationship 
between the five cycles mentioned and the S. Stefano altarpiece. Only 
one of the surviving narratives of the Venetian altarpiece, the 
Dream, was common to all the schemes considered here. The 
Baptism of St. Augustine was a vital moment in Augustine's legend 
and formed an important part of all the cycles dedicated to that saint, 
yet Botticini's patron did not consider the episode of any great 
relevance to Monica herself. The inclusion of the scene at S. Stefano 
therefore suggests that the Venetian programme paid significant 
attention to Augustine's life but only in so far as it affected that of his 
mother. In fact, the surviving panels of the Venetian altarpiece 
suggest that its programme focused upon Monica's role as the 
spiritual centre of her family. Patricius and Augustine are both 
prominent sub-characters; the scenes chosen emphasise Monica's part 
in their conversion to Christianity. The left hand narratives link 
Monica to her husband, Patricius, through marriage, childbirth and 
finally his conversion. Likewise, the right hand side of the altarpiece 
might have been dedicated to Augustine's salvation, culminating in 
his baptism. As will be discussed shortly, this programme also had a 
particular relevance to the patrons of the altar. In this sense the 
Venetian altarpiece was distinct from all other known examples. 
Botticini's altarpiece concentrated upon the most salient episodes of 
Monica's life in which Augustine sometimes appears. The other four 
cycles were dedicated to Augustine and included Monica when her 
life overlapped that of her son. The Venetian complex instead 
focused upon Monica but did so with one eye constantly upon her 
relationship with Augustine. 
Having identified the underlying concerns of the altar's programme 
it is possible to suggest an ideal and hypothetical scheme for its 
complete reconstruction. The right hand side of the altarpiece was 
apparently concerned with Monica's attempts to convert her son. The 
Annunciation to Monica and the Baptism of Augustine form the 
most important moments of this story, and to these might be added 
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Monica's appeal for help from a learned bishop and her shoreline 
vigil following Augustine's flight from Africa. 243 In order to balance 
these four narratives, an additional episode must be chosen to 
accompany the three surviving scenes which once stood opposite 
them. Although the Confessions does not explicitly describe a suitable 
event, Augustine's biography apparently paid some attention to his 
early schooling. In particular, all four St. Augustine cycles discussed 
herein depict Augustine's arrival at school in the company of one or 
both of his parents. This incident would fit easily into the Venetian 
scheme; it provided an opportunity to depict all three protagonists 
together as a family, it showed Monica fulfilling her motherly duties 
and it was the first step on Augustine's road to conversion. The 
sequence must have been closed by a scene of Monica's funeral. 
Altarpieces of this format quite commonly included such images of 
death or burial within an elongated field below the central image and 
this is the most satisfactory position for this event within the 
reconstructed S. Stefano altar. 244 
In this form, the altarpiece would certainly have made an impact 
within the massive interior of the new church of S. Stefano. The 
altarpiece complex, incorporating framing elements, painted panels 
and the central sculpture, would have been approximately two and a 
half metres high and one and a half metres wide. This vertical format 
compares well with the closest comparable altarpiece from S. Stefano, 
the St. Jerome altarpiece, also painted by the Vivarini partners. In its 
modern frame this altarpiece is almost three and a half metres tall 
and two metres wide. In contrast, if the panels of the St. Monica altar 
had been arranged in horizontal registers, the altarpiece might have 
been dwarfed by its architectural surroundings. 245 
243These missing scenes might have resembled those from the Berlin manuscript or 
from a Florentine manuscript dated 1433. See J. & P. Courcelle (1969), pp. 73 - 84, Pls, 
VI; XXXIX - XL, respectively. 
244For example, see the altarpiece dedicated to Margaret of Cortona by a Sienese 
master from the second quarter of the Trecento, illustrated by Kaftal (1952), No. 200. 
245Some sense of the size of the chapel space might be gained from a document of 1483 
referring to the chapel which belonged to the confraternity of German cobblers 
dedicated to the Annunciation. At this date the chapel of the Annunciation was 
described as, "latitudinis tredecim pedum quantum tenent columnae ipsius capellae; 
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The Early History of Augustinian Devotion to St. Monica 
The circumstances surrounding the commission of the St. Monica 
altarpiece have never been the subject of scholarly consideration. 
Although commentators have attempted to place the work within 
the context of the Vivarini shop oeuvre of the 1440s, the various 
dates which have been proposed are founded only on stylistic 
considerations. 246 No documentation directly concerning the 
commission has been discovered by the present writer but the 
dedication of the altar to St. Monica, together with elements of the 
iconography of its altarpiece allow us to place the altarpiece within 
the context of the 1440s with greater confidence. 247 
As the mother of St. Augustine, St. Monica presented an obvious 
focus for the devotions of the Augustinian Hermits. Despite her 
credentials however, Monica did not become the object of special 
attention by the Order until 1430. On Palm Sunday of this year her 
relics were translated from Ostia to the Augustinian church of S. 
Agostino (also called S. Trifone) in Rome. This activity came in 
response to requests from the Prior General of the Augustinians and 
it marked the beginning of a deliberate policy intended to promote 
the cult of Monica throughout the Order. The sermon delivered by 
Pope Martin V on this occasion indicates that the timely rediscovery 
of the saint's remains came in response to several challenges faced by 
longitudinis vero a pariete qui est post ipsum altare usque ad gradum magnarum 
columnarum ecclesiae Sancti Stephani, qua quidem longitudo est vigintitrium pedum 
iam facts mensura coram me notario infrascripto.. ". This document, ASV, S. Stefano, 
b. 31, Processo, CCCCXXX, c. 22, is quoted by Moretto Wiel (1997), n. 11. The chapel 
space was probably bounded by benches or balustrades placed perpendicularly to the 
nave. 
246See Pallucchini (1962), Cat. nos. 13 - 17. 
247The relevant files from the archive of S. Stefano include no mention of the 
altarpiece or its donors. Very few documents from S. Stefano relating to the early 
Quattrocento survive. Documents regarding the eighteenth-century rededications do 
not reveal anything concerning the ownership of the altar of St. Monica. 
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the Augustinian Hermit Friars around this time. 248 Partly the threat 
came from within the Order itself. Attempts to introduce observant 
reform to the friars had begun in the late Trecento and this 
revocation of older ideas provoked internal quarrels. 249 No doubt 
mindful that this very debate had caused an irremediable divisions 
amongst the Franciscans, Martin V stressed the image of Monica as 
the spiritual mother of the whole Order, thus providing a common 
focus for both groups. Other threats to the identity and history of the 
Hermit Friars came from rival orders. The Franciscans and 
Dominicans were officially established during the life times of their 
respective founders. In contrast, the origin of the Augustinians was 
embarrassingly vague - they seem to have arisen in Italy after 
Augustine's death and without his direct sanction. In response to the 
insults of rival orders Augustinian humanists introduced a fictitious 
Tuscan period into the life of their patron saint. 250 Monica, a 
prominent character in Augustine's early history, came to play a key 
role in the stories of his Tuscan sojourn. The greatest threat came 
from the Order of Canons Regular who also followed the rule of St. 
Augustine and claimed him as their founder. The Hermit Friars thus 
established and encouraged the cult of St. Monica in order to secure 
the iconography of Augustine's early life as a symbol of their own 
order. 251 
The neglect suffered by St. Monica prior to the translation of her relics 
to Rome in 1430 facilitated the friars' manipulation of her image for 
their own purposes. In his sermon of 1430 Martin V observed that the 
name of the saint was unfamiliar to the Roman public. However, 
248A version of the sermon was written by Andrea Biglia, an Augustinian friar, in 
1430. His is the only surviving text. The text is given by L. Torelli - Secoli 
Agostiniani, VI, (Bologna 1680), pp. 604 - 615. 
249See Walsh (1972). 
250For the invention of this period in Trecento biographies of the saint, see Webb 
(1980). The writings of Andrea Biglia from the 1420s make several references to the 
insults of rival orders, for which see Webb (1976). 
251The decision to construct the tomb of St. Augustine at S. Pietro in Ciel d'Oro, Pavia 
in the late Trecento, has recently been characterised as another instrument of 
propaganda against the claims of rival orders, in particular the Canons Regular. See 
Moskowitz (1994). 
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within twenty years of this date she formed an integral part of the 
Augustinian Hermits' history and image. Her sudden popularity was 
the result of a concerted programme of literary, artistic and charitable 
activity designed to promote her cult to a wide audience. 
The recovery of Monica's relics inspired a number of reforms 
designed to accommodate female members within the Augustinian 
Order. These initiatives apparently concerned three distinct female 
groups which were founded or reorganised in the 1430s; Augustinian 
nuns, tertiaries and the confraternity of St. Monica. 
The study of Katherine Walsh has highlighted the inconsistency of 
the Augustinians in accommodating women into their Order. 252 The 
complexity of the situation can best be demonstrated by Roman 
examples. Here, all three groups appear in the records within the 
space of a decade. The earliest known history of Augustinian nuns is 
closely connected with the church of S. Maria del Popolo in Rome. 
The first group of nuns were formed there in 1431 by Sister Maria 
Thomaei under the direction of father Cesario Orsini. 253 Eight years 
later Orsini was appointed vicar of S. Maria del Popolo and of the 
Augustinian nuns affiliated with the congregation. His directives 
gave unusual emphasis to the care of females within his 
community. 254 These initiatives were almost certainly prompted by 
the transfer of St. Monica's remains to Rome in 1430 and had been 
given extra impetus by papal actions; in 1434 Eugenius IV confirmed 
the privilege granted by Boniface IX and Martin V permitting the 
Augustinians to receive nuns and to vest them in the habit of the 
Order. 
The relics became the centre of devotion for another group of Roman 
females, a confraternity of St. Monica, established at S. Agostino and 
charged with the responsibility of caring for the saint's remains and 
252Walsh (1972), esp. p. 293. 
253Roth (1967). 
254A letter from the Prior General of the Order addressed to Orsini shortly after his 
appointment paid particular attention to the communities of nuns and made a clear 
distinction between the nuns and the tertiaries. See Walsh (1972), p. 196. 
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with acts of charity. 255 There are few sources concerning the precise 
composition or popularity of similar organisations dedicated to 
Monica throughout Italy. The situation is clearer in regard to 
Augustinian tertiaries who must also have been a prominent feature 
of Roman Augustinian life. In 1440 one such tertiary, Maria di Cinci, 
widow of Poncello Orsini, was buried in the chapel she had founded 
at S. Agostino. Her tomb slab depicted her dressed in the Augustinian 
habit. 256 It is difficult to imagine that the confraternity and the 
tertiaries existed as two distinct bodies; they were both apparently 
founded in the late 1430s, were affiliated to the same church and were 
both devoted to St. Monica. Moreover, their duties must have been 
almost identical and their members drawn from exactly the same 
social groups. For these reasons it is sensible to speculate that the 
confraternity and the tertiaries were one and the same body. 257 
Groups of tertiaries, lay women devoted to St. Monica, assumed an 
unusually important role within the Augustinian congregations. 258 
Aside from Monica's importance for the foundation of the 
Augustinian Hermits, her cult was used by the friars to make their 
order more popular among the laity. The Augustinians had been 
granted the right to establish organisations of female tertiaries in 1400 
but examples of this type of sisterhood did not appear until the early 
1430s. Apparently, with the discovery of St. Monica the order 
recognised an opportunity to appeal to a section of society which had 
previously been difficult to reconcile with their isolated and scholarly 
existence. The Holy See had begun to encourage the formation of 
such third orders since the beginning of the century in order to 
provide a recognised status for those women who did not choose to 
255See Lumbroso and Martini (1963), p. 307. 
256Walsh (1970), p. 196. It was fairly common practice for high ranking women to be 
buried in the habit of a religious order without necessarily implying their direct 
involvement in communal life. However, on this occasion, Walsh is specific in her 
identification of Maria di Cinci as a tertiary. 
257Alternatively the existence of Monica's relics in Rome might have required the 
presence of two distinct groups. Even if this had been the case however, this 
arrangement would have been inappropriate elsewhere. 
258Tertiaries were known by various titles: sorores de penitentia, mantellatae, 
pinzocharae (or pizzocare), moniales. 
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or could not afford to enter the cloister but who nonetheless wanted a 
positive role in church life. 259 By 1455 the importance of the cult of 
St. Monica had grown to such an extent that her relics were 
transferred to a magnificent chapel at S. Agostino in Rome built at 
the expense of Maffeo Vegio, an Augustinian friar and humanist. 260 
Vegio was closely involved in the early history of the saint's cult and 
was the author of at least three works dealing with her legend. His 
devotion to Monica, influenced by Augustine's own recollections of 
his mother recorded in the Confessions, was first expressed in a poem 
of 1441 dedicated to Eugenius IV. 261 This work was closely followed 
by three further texts dealing with Monica's biography. 262 
Augustinian Tertiaries at Venice 
At S. Stefano in Venice, the altar of St. Monica was probably under 
the jurisdiction of either Augustinian nuns or tertiaries. The former 
are easy to dismiss since the altar originally stood outside the barco in 
that part of the church reserved for the use of the laity. 263 Moreover, 
259The Augustinians received the privilege of accepting female tertiaries on 7 
November 1400. Approval of their male equivalents was not granted until 1470. See 
Hartdegen (1967-69); Roth (1967), records the date as 7 November 1401. 
260Casamassa (1948); Webb (1980), p. 32. 
261For this work see Raffaele (1909), p. 122. Fourteenth-century biographers of 
Augustine had been little concerned with the Confessions since they were primarily 
interested in filling the gap in his biography by a Tuscan sojourn. 
262The most pertinent comments concerning Vegio's promotion of the cult of St. Monica 
are those of Webb (1980). In regard to Vegio's educational treatise of 1443, Webb 
comments that, "promoting the veneration of Augustine and his mother seems from 
the outset as much part of the purpose of his treatise as is the setting forth of 
educational ideas". 
263At S. Stefano the barco was originally located level with the second columns from 
the high altar. See Apollonio (1911), pp. 24. The barco was finally removed in 1613 
at which time it was placed around the walls of the presbytery. These elements date 
from the late Quattrocento. Wilk (1978), pp. 139-149; J. McAndrew (1980), pp. 54-61, 
conclude that the screen constructed in the 1480s was similar to others by the 
Lombardi, for example that of the Frari. As such it would have enclosed the friars' 
choir only and would have given free access to the church's side altars. More 
significantly, Moretto Wiel (1997), suggests that the previous choir structure was of a 
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Augustinian nuns had their own magnificent convent and church, 
which received the patronage of the doge, that of S. Maria Nuova in 
Gerusalemme (or delle Vergini). 264 In contrast the case for identifying 
tertiaries as the donors of the St. Monica altarpiece is further 
strengthened by records of their activity at Venice in the 1440s. 
The new devotion to Monica, promoted by the Augustinian Friars for 
a number of reasons and spread by the establishment of 
confraternities made up of members of the third order, was received 
positively at Venice. The principle of entrusting members of the lay 
population and of the lower classes with religious and charitable 
duties fitted well with the ethos of the Venetian government. 265 The 
similar form. She notes the recorded existence of a pulpit close to the altars of St. 
Nicholas and of St. Stephen in the left aisle and the mention of a rood screen 
occupying only the central nave in documents of 1380 and 1382. Concerning the division 
of the church and the loss of such rood screens from Italian churches in general, see 
Hall (1974), esp. p. 339. Also the cogent remarks of Wood (1996) p. 106 which 
highlight the division of a single church into two spaces each with specific functions. 
Moreover Aston (1990), notes that the left hand sides of church buildings (in 
particular in English churches), was often associated with the patronage of females 
and laity. 
264See Muir (1981) pp. 127 - 128; Zorzi (1984), pp. 245 - 47; Sansovino (1581), ed. 1663, 
pp. 19 - 22; Comer (1758), pp. 93 - 99. The prestigious convent appears to have been 
linked to the order of Canons Regular, not the Hermits since the brothers of the 
congregation of San Marco at Mantua (Canons Regular) were sent to administrate it. 
However the sources are vague on this point. The church takes on greater significance 
in light of speculation that a panel depicting Mary Magdalene, painted by the 
Vivarini shop and now in Berlin, once decorated the altar of the Magdalene there. 
The panel was found in this church prior to its transportation to Berlin and it fits the 
description given by Stringa (1604), p. 127, and Sansovino, (1581), ed. 1663, p. 20, of 
the pala of Mary Magdalene which they attributed to Michele Giambono. The 
association of the Vivarini shop with a group of Augustinian women at S. Stefano in 
the mid-1440s makes this suggested identification and provenance for the Magdalene 
panel even more attractive and might provide a new indication of its date. For this 
painting see Parshall (1978), p. 470. 
265There is a large literature on the confraternities of Venice. The most 
authoritative general study is that of Pullan (1971). According to Sorelli (1984), 
tertiary confraternities were legitimised by the Council of Ten in 1409. However, 
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Augustinian authorities at S. Stefano were favourably inclined 
towards recruiting confraternities, rather than private families, as 
donors of altars. In the early Quattrocento no less than six 
confraternities sponsored altars in the church. In fact, almost every 
altar along the left side of the church fell under the patronage of such 
an organisation. 266 Nicolai found mention of these brotherhoods 
within the archive of S. Stefano though he apparently discovered no 
records relating to a confraternity of St. Monica. However, in a section 
of his manuscript dedicated to the tombs found in the cloister of S. 
Stefano, Nicolai records two sepulchres relating to the tertiaries. 
Firstly, the foundation of the communal tomb of the tertiaries in 1444 
together with the burials of several of their members in consecutive 
years, were recorded in the sacristy journal. The tomb apparently 
incorporated an image of a woman dressed as a member of the third 
order. 267 Secondly, four years earlier, a member of the Bonazonta 
family dressed in the habit of St. Monica- was interred in a private 
these groups continued to be viewed with some suspicion by the Venetian authorities 
since the privileges which their members were granted by the orders to which they 
belonged were in some respects out of keeping with the rigid Venetian class system. 
266The earliest recorded scuola in the church is that of St. Stephen, founded in 1299. 
The confraternity of German Cobblers (Calzolai Tedeschi) was given an altar in the 
church in 1383 and remained there for almost a century. Similarly the confraternity 
of the Prestinai tedeschi, responsible for providing the biscotta bread for use by the 
Venetian military, is recorded from 1433 onwards. That of St. Augustine is recorded 
from 1434. In 1447 the confraternity of St. Nicholas of Tolentino was founded and 
provided with an altar following that saint's canonisation. In 1454 the Arte dei 
Calafati dell'Arsenale transferred to S. Stefano from the Carmine. 
267The sacristy journal is mentioned by Nicolai in relation to the altar of St. 
Augustine. It apparently ran from April 1434 to July 1455. There is no trace of this 
document among the archive of S. Stefano. Nicolai (memorie) referred to the tomb of 
the tertiaries in a section of his manuscript entitled, "Sepoltuary antichi net chiostro 
di S. Stefano"; entry No. 38 reads as follows: "Mantellate, o Terziarie Agostiniane. 
Queste Relligiose avevano la loro sepoltura ad Area nell'iola della Chiostra, the 
guarda verso il muro delta Chiesa e conduce divettamente alla Porta del Convento 
dirimpetto alla Calle del Pestrino. Sopra la lapide vedesi affigiata una donna 
vestita da Terziaria; e net Giornale della Sagrastia dell'anno 1444 e seguenti 
apparisce e siervi state sepolte di dette Religiose", (added in a different hand - "Ore 
pert anno la sepoltura in Chiesa"). 
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grave. 268 This separate burial, necessary since no communal tomb yet 
existed, matches exactly that of Maria di Cinci at S. Agostino in Rome 
in terms of both its date and iconography. Other documentation also 
suggests the activity of tertiaries within the church. In 1437, Orsa, 
widow of Girolamo Trevisan, bequeathed money towards the 
rebuilding of the church. 269 Orsa's status as a widow and her 
dedication to the church suggest her possible identification as a 
member of the third order. Donations of this kind continued. In 1473 
Lucia Coppo left "ducati diexe a la capella de madonna sancta Monica, 
per adornar dicta capella". 270 Moreover, Lucia's bequest was also 
directed towards the building of a hospital associated with the 
convent. Her contribution was probably intended to extend this 
establishment since Basilio Zanaxi had left money for the same cause 
thirty five years earlier in 1438.271 Tertiary duties were closely bound 
up with care for the sick and very often the existence of tertiary 
groups depended upon hospitals of this kind. 272 It should come as no 
surprise therefore, to discover that the beginnings of the hospital 
project at S. Stefano coincided with the earliest records of the 
tertiaries there. The hospital was probably located close to the meeting 
house of the tertiaries, which was to be found in the Calle del Pestrin, 
opposite the church. 273 
268See Nicolai (Memorie), "Sepoltuary antichi nel chiostro di S. Stefano", No. 33, 
"Bonagiunta, o Bonazonta della contrada di S. Vitale 1440. Ai 4 di Aprile 1440 vi fu 
sepolto una Donna di detto famiglia vestita con l'Abbito di S. Monica". 
269The will of 4 July 1437 is to be found at ASV. S. Stefano. b. 6a. proc. V, for which 
see Moretto Wiel (1997), p. 239, n. 13. 
270The will of 5 September 1473, is to be found at ASV. S. Stefano. pergamene. b. 2A. 
reg. III. cc. 5v - 7r, for which see Caniato (1997), esp. p. 193, n. 63. 
271The will of 6 July 1438 is to be found at ASV. S. Stefano. b. 6A. proc. V. 
"Testamenti con legati perrpetui", for which see Caniato (1997), p. 193, n. 62. 
272Pullan (1971), p. 208, notes this custom. 
273According to tax estimates of 1661-62, published by Caniato (1997), Doc. 7, there 
existed close to the Calle del Pestrin, a group of buildings which formed the Corte 
delle Pizzochere. Although Caniato does not quote the contents of the estimates for 
this district, the title indicates that the tertiaries formed quite an influential body 
by the seventeenth century. A similar document of 1786, Caniato (1997), Doc. 8, 
confirms the continued existence of this district into the eighteenth century. 
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The involvement of tertiaries inside S. Stefano is further suggested by 
records of the decoration of the altar of the Annunciation in the left 
aisle. This altar, under the patronage of the confraternity of German 
cobblers, was decorated with two wooden statues depicting the 
Archangel Gabriel and the Virgin Annunciate. According to records 
found by Elena de Angelini Baldi the figure of the Virgin was carried 
in processions of the confraternity dressed in religious garb provided 
by the tertiaries. 274 Monica appears dressed in a similar fashion in the 
scene of the Conversion of Patricius, which once formed part of the 
neighbouring altar of St. Monica. 
These vague records of tertiary activity at S. Stefano confirm that the 
third order held its meetings in a property close to the church, was 
employed in the care of the sick at an infirmary affiliated to the 
church and buried its members in a communal tomb in the church 
cloister. However, prior to the establishment of any of these sites it 
was standard practice amongst groups of this type to secure the rights 
to a church altar as a focus for their devotional activity. 275 There 
274De Angelini Baldi (1992), p. 10, records both the meeting house of the tertiaries 
and their part in the celebrations of the cobblers. She comments, "Era Faltare di 
devozione dei Calegheri (calzolai) tedeschi, prima the costruissero le sede in calle 
delle Botteghe. Un tempo recchiudeva due statue lignee colorate the 
rappresentavano l'Annunciazione. La statua della Madonna veniva vestita con abiti 
feriali o festivi dalle 'Pizzoccare agostiniane' della calle del Pestrin. Ora e rimasta 
solo l'immagine dell'Eterno Padre, in alto al centro", though she does not give her 
source. Moretto Wiel (1997), pp. 275 - 276, similarly mentions the Annunciation altar 
and quotes from the same or a similar source, again without recording the origin of her 
information. 
275See Humfrey & Mackenney (1986), esp. p. 318. The authors comment, "whatever 
its size, the most pressing priority for any scuola dell'arte was to secure rights to a 
church altar, and a burial place for its members; and only when this had been 
achieved could it contemplate acquiring a meeting house of its own". I am uncertain 
when the group acquired its meeting house in the Calle del Pestrina but it is to be 
presumed that it retained the rights to the altar at S. Stefano even after obtaining its 
own premises. In 1581 another confraternity dedicated jointly to Monica and 
Augustine was established at the altar of the Sacred Girdle. This might suggest that, 
by the late sixteenth century, the tertiaries no longer played an active part in church 
celebrations. 
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exists no better candidate for the fulfilment of this role than the altar 
of St. Monica at S. Stefano. Not only was her cult promoted by the 
Augustinian Friars and by sister groups elsewhere throughout Italy 
but also the iconography of the St. Monica altarpiece served to 
legitimise the existence and celebrate the functions of its lay donors. 
The Iconographic Programme in Context 
The iconography of the altarpiece must have been derived from a text 
dealing with Monica's life, probably one of those written by Vegio in 
the early 1440s. Alternatively it might have been taken directly from 
the Confessions of St. Augustine itself. 276 Fifteenth-century texts 
tended to emphasise Monica's role in relation to the conversion of 
her son and thus to the foundation of the Augustinian Order. 277 In 
contrast, the S. Stefano altarpiece, dedicated to the celebration of 
Monica's own life and virtues, as outlined above, was better suited to 
the requirements of its female lay donors. The narratives to be 
represented were carefully selected in order to mirror the activities of 
its female patrons. Moreover, compositional and iconographic details 
served to emphasise the dual secular and monastic life enjoyed by the 
tertiaries. 
The female third orders were founded specifically to embrace those 
women who, for whatever reason, did not chose to devote 
themselves to a cloistered existence but who nevertheless wanted to 
play an active part in church life. As such they adopted both the 
276All versions of the biography of St. Monica are derived from two key texts; the 
Confessions of St. Augustine written by the saint between 397-401, and a pseudo- 
Augustinian letter to his sister, Perpetua. For the history of Monica's biography see 
Webb (1980), pp. 19 - 39. Between 1430 and 1450 four texts were written which dealt 
with the biography of St. Monica. 
277For the characterisation of these early texts see Webb (1980), p. 31. In relation to 
the sermon of 1430 she comments, "The image of Monica in Biglia's supposed version 
of the pope's sermon is, not unnaturally in view of the limited sources for her life, 
entirely dependent on her role in the conversion of her son. She is Augustine's mother, 
not only in the flesh, but even more after the spirit and in faith. This however, is 
enough to establish her importance, because none of the saints, Martin dares say, had 
been more important than Augustine to the Church". 
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traditional roles of women in society - those of wife and mother - and 
performed Christian duties appropriate to members of a charitable 
confraternity. The first set of values are implicit in Monica's life and 
are emphasised in the choice of narratives depicted; Monica is 
portrayed as wife, mother and finally widow. 278 The second aspect of 
tertiary life is given equal weight. Many of the tertiaries' church 
duties were focused around caring for the sick or dying of their parish 
and with the staging of public funerals. In its complete form the 
altarpiece must have included at least two images of death; the 
Conversion of Patricius and the Death of St. Monica. 279 In the former 
the ritual practices of the confraternity are given prominence. Not 
only does St. Monica wear the garb of a tertiary and perform one of 
their primary tasks, but the small casket in the foreground of the 
image, probably meant to contain myrrh, symbolises their care for the 
sick. 280 Myrrh was commonly used in the process of embalming and 
was a symbol of death. Such caskets were probably carried by the 
tertiaries during funeral processions. 281 Another of the duties of a 
tertiary is reflected in the Dream of St. Monica in which the saint 
kneels in prayer. Tertiaries were required to adopt the habit of daily 
prayer. Furthermore according to Stephen Hartdegen the act of 
profession in a third order might be seen as a renewal of the 
278The importance of marriage for defining the status of women, particularly 
patricians, in Renaissance Venice is highlighted by Chojnacki (1991). For the similar 
situation at Florence see Strocchia (1991). See also the comments of Muir (1981), esp. 
p. 149. 
279The final narrative almost certainly showed the death of St. Monica. It is 
possible to gain some sense of the original appearance of this scene by considering two 
surviving representations of the event preserved at San Gimignano and at Gubbio. For 
these cycles see Kaftal (1952), cols. 100 - 112; idem. (1986), cols. 125 - 146. 
280Hartdegen (1969). As part of their rule the tertiaries were required to wear the 
habit of their Order, usually a scapular and cord, beneath their outer clothing. 
During public functions a large outer habit was worn as a clearer sign of their 
activities. 
281On the role of women as professional mourners at funerals in Italy see Strocchia 
(1991). See also Wood (1996), pp. 78 - 80. Wood characterises the function and 
symbolism of myrrh in similar terms. 
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baptismal promises. 282 The Baptism of St. Augustine scene therefore 
took on added significance in relation to the lives of the altar's 
patrons. 
The prominence of female protagonists throughout the narrative 
cycle further draws attention to the identity of its patrons. Four of the 
remaining panels include lay women in prominent positions. In 
most cases these figures might be explained by details contained in 
the written versions of her life. In the marriage scene the two old 
women who appear behind the saint no doubt represent her mother 
and her maidservant. Augustine informs us that the latter was 
instrumental in forming Monica's moral character. She is also 
praised as an example of a good teacher in a text by Vegio of 1443. 
Similarly, one of the youthful females in the Birth of St. Augustine 
might represent the young servant-girl who quarrelled with Monica 
over the saint's drinking habits. It has also been proposed that the 
youngest girl standing behind Monica in the Conversion represents a 
beneficiary of a miraculous healing. Faint traces of a walking stick in 
the child's right hand support this idea. 283 The frequency with which 
such female assistants occur, however, suggests that they might have 
performed a dual function in the context of the altarpiece. Although 
they cannot be characterised as portraits of individual donors they are 
suggestive of a type of anonymous confraternity member. This idea 
gains greater credibility when it is recognised that these ancillary lay 
figures typically occupy the margins of the narrative scenes. In 
particular the left most edge of the altarpiece (P1.89) was closed by a 
series of such secular females. Their placement established a visual 
division between the holy work of Monica within architectural 
interiors, and the placement of lay women who stand almost 
silhouetted against doorways to the outside world. Compositional 
elements employed by the Vivarini partners therefore drew attention 
to the dual lives of the tertiaries - as sisters within the church and as 
lay-women outside it. 284 The altarpiece then, should be considered as 
282Hartdegen (1969). 
283Suggested by Heil (1929), p. 40. However, no such healing is mentioned in the 
Confessions. 
284This visual contrast might be extended to incorporate the division between secular 
spaces to the left of the altarpiece and church interiors to the right. 
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a reflection of the dual roles of Augustinian tertiaries as wives and 
mothers in their secular lives and as spiritual followers of the rule of 
St. Augustine in the context of their church duties. 
The Commission in Context 
It has already been demonstrated that the Augustinian Friars and 
tertiaries acted in parallel with other branches of their Order 
throughout Italy and followed the directives of Rome. In addition, 
the actions of the Augustinians at S. Stefano were also the result of 
Venetian prerogatives. Peter Humfrey has highlighted the rivalry 
between scuole at the Frari and at SS. Giovanni e Paolo. 285 The 
commission of the St. Monica altar might similarly be related to the 
activities of neighbouring confraternities at S. Stefano. For example, 
although nothing is known of their contemporary artistic 
commissions, the confraternity of St. Augustine and that of the 
German bakers were both apparently formed in the early 1430s. 286 
However, it may be more relevant to set the St. Monica altar in the 
context of Venice-wide tertiary devotion, given that the Augustinian 
Hermits promoted her cult in competition with other orders whose 
founders were more celebrated than their own. 287 
The history of secular tertiary groups in Venice began at the 
Dominican convent of Corpus Domini, under the direction of 
Tommaso Caffarini, a Sienese Dominican monk. 288 In 1396, in 
285Humfrey (1988). 
286The confraternity of St. Augustine, linked to the altar dedicated to their patron 
saint, was recorded in the sacristy journal of S. Stefano from April 1434 until July 
1455. That of the German bakers, which worshipped at the altar of St. Catherine, is 
first recorded in 1433. Humfrey & Mackenney (1986), Appendix, nos. 2& 60, include 
two S. Stefano projects in their review of trade guild commissions; those of the Scuola 
dei Calegheri tedesci in 1383 and of the Scuola di S. Stefano c. 1510. 
287Humfrey (1988), pp. 408 - 409, also comments upon the keenness of the mendicant 
orders to "mobilise popular enthusiasm for their own saints through lay 
confraternities". 
288The earliest tertiary activity at Venice might actually be that of the Pinzocchere 
dei Carmini founded at the church of the Carmelites in 1300. Brief notes on this 
society are to be found in Gramigna & Perissa (1981), p. 68. 
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response to impulses from the general of his Order, Caffarini 
established a group of penitenti, female members of the Dominican 
Third Order. The research of Fernanda Sorelli regarding the concerns 
of this group during the Quattrocento permit greater insights into the 
general nature of such organisations and allow more specific parallels 
to be drawn between their Dominican and Augustinian 
manifestations. 289 From the surviving documents concerning the 
penitenti, Sorelli was able to draw several tentative conclusions, 
which might be equally applicable to the tertiaries at S. Stefano. 
Firstly, their community was made-up of around twenty individuals 
from a range of different social origins and economic situations; 
positions of responsibility were generally assumed by the richer and 
higher ranking of its members. Among these individuals widows 
were the most prevalent and it would seem that, besides a genuine 
religious calling, members were attracted by the benefits of belonging 
to a larger social group. In particular, the women lived together 
within communally owned houses, not as an order but rather 
through friendship or due to the economic practicalities of such a 
measure. It might also be noted that these female sisterhoods allowed 
women a greater degree of autonomy and responsibility than did 
other confraternities. The practices of the Dominican tertiaries appear 
to have been comparable to those of their Augustinian equivalents. 
Their prescribed duties emphasised, besides prayer, confession and 
communion, also mutual assistance during illness, the organisation 
of funerals for their members and attention to the needs of the poor. 
The tertiaries took their direction from Dominican monks and had 
close ties with neighbouring Dominican monasteries; the penitenti 
played a particular part in the functions of Corpus Domini but their 
communal sepulchre was to be found at SS. Giovanni e Paolo and 
their communal houses were closest to S. Domenico. 
More specifically, elements of the organisation and devotion of the 
Augustinian tertiaries can be seen as responses to the more 
established Dominican community. The Augustinians' devotion to 
289Sorelli (1984). Caffarini's original objective concerned both male and female 
members. However, as the movement developed female groups increased at the 
expense of their male counterparts. The third order became an essentially female 
programme. 
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St. Monica and their efforts to develop her cult through the 
promotion of tertiary activity had a clear precedent in the actions of 
the Dominican Order at Venice approximately thirty years earlier. 
Around the turn of the century, Tommaso Caffarini had been 
concerned with promoting the cult of St. Catherine of Siena and 
other Dominican beate. He translated into Italian the biographies of 
Catherine of Siena, of Margarita da Cittä di Castello and of Vanna da 
Orvieto and he wrote a life of a Venetian Dominican nun, Maria 
Stornioni. Under his guidance the Venetian community of nuns 
became particularly influential within the Dominican Order; several 
notable relics of Catherine and of other Dominican sisters were 
brought to Corpus Domini. Caffarini also used more diverse methods 
to promote the cult of these saints to a wide public. He initiated 
celebrations and processions through which to display the relics, and 
commissioned paintings to draw attention to their magnificence. 
Indeed, it is possible that the so called Murano pentaptych (P1.47) 
found in Corpus Domini at the time of the suppression of the 
convent, was closely associated with Caffarini's activities there. This 
altarpiece depicts five Dominican nuns and includes scenes from 
their lives. The relics of three of the sisters were probably housed at 
Corpus Domini and the altarpiece might once have occupied the altar 
at which they were stored. 290 Caffarini's activities, aimed at 
promoting the cult of these Dominican nuns, formed the central part 
of his wider ambition to establish groups of Dominican tertiaries 
dedicated to them. In the closing years of the Trecento, Caffarini had 
written a treatise requesting papal approval of the third order; shortly 
afterwards the first group of Venetian Dominican penitenti was 
formed. 291 The duties of these tertiaries possibly included the care of 
the relics at Corpus Domini and the Murano pentaptych might 
therefore be specifically related to their activities. 
290Much of the information concerning Caffarini and the discussion of the Murano 
polyptych is taken from Freuler (1987). Freuler attributed the painting to Andrea di 
Bartolo around 1394 - 98 and speculated that it once decorated a small altar, possibly 
in an oratory at Corpus Domini, built to house the relics kept there. Two smaller 
panels depicting the Crucifixion and the Madonna and Child were also probably 
commissioned to decorate the nuns' cells at Corpus Domini, see Gilbert (1983). 
291Freuler (1987), p. 572, it. 14. 
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Amongst the other objects mentioned in documents concerning the 
penitenti, Sorelli notes the prominence of imagery related to the 
Passion of Christ. The adoption of this specific iconography might 
have been due to the particularly Christocentric nature of Catherine 
of Siena's devotion. In this light it might be relevant to note a 
polyptych depicting thirteen scenes from the Passion of Christ which 
was found in the convent of Corpus Domini at its suppression. The 
Passion polyptych, today in the Ca' d'Oro, is commonly associated 
with Antonio Vivarini and is dated to the 1450s (P1.40). 292 Although 
no documents have yet been related to the polyptych it might be 
worth suggesting that its commission should also be associated with 
the Dominican tertiaries. A similar ancona, "in tellario, in qua est 
Domini passio depicta et istoriata", was bequeathed to the sisters by 
one of their number, Agnesina Scurdili, in her will of 1427.293 
The commission of the St. Monica altarpiece should be seen, at least 
in part, as a response to the initiatives at Corpus Domini. In 
particular, the date of its commission might be related to two 
important contemporary events in the history of the Dominican 
tertiaries. In 1436 rebuilding of the church of Corpus Domini was 
begun under the direction and due to the generosity of Fantino 
Dandolo. 294 The new church was consecrated by the Bishop of 
Castello, Lorenzo Giustinian eight years later. 295 In the meantime, in 
1439, Eugenius IV had reconfirmed the Rule of the Dominicans 
bringing added prestige to their Order. 
Several factors indicate that the altar of St. Monica was founded and 
used by a group of Augustinian tertiaries. The documented years of 
292Moschini-Marconi (1955), Cat. 35, pp. 36 - 37. Most recently, Merkel (1989c), has 
suggested that the painting may be a joint production by Antonio Vivarini and 
Francesco de' Franceschi. 
293Sorelli (1984), p. 110,100, n. 29. Two copies of the will exist in the ASV neither of 
which have been seen by the present writer: ASV. Terziare domenicane in S. Martino. 
b. I. pergamene: ASV. Archivio notarile. Testamenti. b. 947. n. 210, in the records of 
the notary, Enrico Salomoni. 
294Dandolo's relationship with Corpus Domini is unknown. See Gullino (1986a); King 
(1986), pp. 357 - 59. 
295Comer (1758), p. 319. 
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activity of the tertiaries at S. Stefano neatly coincide with the rise of 
the cult of St. Monica throughout Italy and with the approximate 
years in which the St. Monica altarpiece was commissioned. It is most 
likely that the tertiaries were established at S. Stefano in the 1430s 
following the translation of the relics of St. Monica to Italy. The 
altarpiece project, always dated to the 1440s on stylistic grounds, 
might have been the product of bequests left by the deceased 
Bonazonta member of 1440 or it might be associated with the 
foundation of the communal tomb in 1444.296 The creation of the 
iconography of St. Monica was probably facilitated by the production 
of illustrated texts dedicated to her life such as the south German 
example at Berlin. The analysis of the altar presented here reveals the 
appropriate nature of its iconography for a group of women who 
functioned within both the secular and religious spheres. It has also 
highlighted the complex visual techniques employed by the Vivarini 
partners to emphasise this dual role of its patrons. The later history of 
the altarpiece, including its wholesale removal to a church of 
Augustinian tertiaries at Spilimbergo in the early eighteenth century, 
indicates that its iconography, if not its style, continued to be relevant 
to members of the Augustinian third order. 
The Four Fathers of the Church Triptych - Scuola Grande della Caritä 
(1446) 
The Four Fathers of the Church triptych (P1. lo) still occupies the same 
room in which it was seen and described by the early guides to 
296There is a slim possibility that the activities of the tertiaries were encouraged, 
perhaps even financially, by Francesco Sforza and his wife Maria Bianca. They 
visited S. Stefano in 1439 and again in 1442. On the former occasion Francesco 
celebrated the feast of St. Augustine at the church, gave an oration and left a 
generous donation to church finances. See Nicolai (Memorie). After becoming rulers of 
Milan in 1450 the couple continued their sponsorship of Augustine foundations; in 1451 
Bianca Maria began building the Augustinian church of S Maria Incoronata and in 
1456 they began to finance the Brolo, the city hospital of Milan, run by the 
Augustinian Hermits and tertiaries. On these two institutions see respectively Walsh 
(1972), pp. 284 - 287; Welch (1995), pp. 125 - 26. Their devotion to the Augustinians 
might be due to the close association of Milan with the legend of St. Augustine. 
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Venice. The three large rectangular canvases which make up the 
triptych hang in the Galleria dell'Accademia in a room which once 
formed the albergo of one of Venice's foremost confraternities - the 
Scuola Grande della Caritä. 297 The triptych depicts a rectangular 
arena, enclosed on three sides by richly carved and decorated wooden 
walls. Within stand the patrons of the scuola; the Madonna of 
Charity, seated upon a majestic throne and accompanied by the Christ 
Child, flanked by the Four Fathers of the Church. The complex is 
ambitious in its size, its format and its use of space, and it has often 
been considered the most impressive work of the Vivarini partners' 
oeuvre. However, the Caritä project remains distinct from the other 
commissions of the Vivarini partners in this period for a number of 
reasons. Their patrons were not tied to the patrician circles explored 
in the present study; the governors of Venetian scuole were drawn, 
by law, from the ranks of the cittadini. The selection of the Vivarini 
partners seems rather to have depended upon Antonio's own 
membership of the scuola. Moreover, the triptych both occupied a 
location and served a function which were different from those 
fulfilled by their other works of the period. 
In order to make clear the original location and function of the image 
it is first necessary to examine the earliest recorded notices concerning 
the triptych in light of contemporary scuola practices. The Scuola 
della Caritä had its home in the sestier of Dorsoduro adjacent to the 
church of the Caritä. The plan and function of their office space 
complied with the standard arrangements of scuola meeting houses. 
All important brotherhood business and ceremonial took place 
within its two most prestigious and lavishly decorated rooms; a large 
assembly room, or sala del capitolo, in which the entire brotherhood 
could meet for worship, and a smaller adjacent chamber, the albergo, 
in which scuola officials made their most important decisions (P1.99). 
Sansovino's 1581 text is worth quoting at length since it makes clear 
this geography and the location of the triptych within it; 
297The four scuole grandi were S. Maria della Caritä, S. Giovanni Evangelista, S. 
Marco, S. Maria Valverde della Misericordia. A fifth, the Scuola Grande di San 
Rocco achieved this status in 1489. 
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Percioche in questa della Caritä edificata presso al canal 
grande e per fronte della Chiesa della Caritä, grande e capace 
abastanza con bella Sala e albergo, vi sono gli Apostoli fatti a 
guazzo maggiori del natural da lacomello dal Fiore, the 
visse 1'anno 1418. Et nell'Albergo la nostra Donna dipinto 
anco essa a guazzo, fu opera di Antonio da Murano. 298 
The Vivarini image stood within the albergo, the nerve centre of 
scuola headquarters. Later descriptions are less clear; Ridolfi, Boschini 
and Zanetti all described the work but erroneously attributed it to 
Jacobello del Fiore, probably due to the presence of paintings by this 
master close by. 299 However, Ridolfi's notes are more specific in 
relation to its location. Ridolfi explains, 
E opera... nel albergo della Confraternitä della Charitä sopra 
la banca, ove siedono i Confrati: In quadro assai capace C la 
figura della Vergine sedente in ricca e sontuosa sede... 300 
The importance of Ridolfi's description has been recently indicated by 
Peter Humfrey. 301 All previous commentators on the work 
presumed that it was commissioned as part of the furniture for the 
scuola's altar. However, as Ridolfi makes clear, the painting 
performed a very different function above the scuola's banco, the 
bench upon which the confraternity officials sat in committee. This 
position has significant implications for the composition, 
iconography and function of the image. 
In the early nineteenth century, the church of the Caritä, together 
with the adjoining monastery and scuola, was transformed into the 
Gallerie dell'Accademia (Pl. 100). Surviving documents detailing the 
building work which took place as part of this project reveal that the 
triptych originally hung on the wall facing the door which led from 
298Sansovino (1581), ed. 1663, p. 282. The work is also mentioned by Michiel (1521 - 
43), ed. 1884, p. 237. 
299Ridolfi (1648), ed. 1914, I, p. 34; Boschini (1664), p. 360 ; Zanetti (1771), p. 17. 
300Ridolfi (1648), ed. 1914, I, p. 34. 
301Humfrey (1994a), esp. p. 147, n. 34. 
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the sala del capitolo, adjacent to its modern day location. 302 In this 
position the painting must have filled the available wall space and its 
illusionistic effect would have been heightened. To an observer 
entering the albergo by the door in the far left corner of the room (the 
only entrance to the room until the nineteenth century), the triptych 
must have given the impression of a spatial continuum of the room 
itself (P1.99). To enhance this effect the painters took account of both 
the light source and possibly the architectural features of the albergo. 
That the Vivarini partners responded to the particular demands of a 
specific site in such an effective way cannot be fully appreciated while 
the painting hangs in its current position. 
Above the banco, the triptych served as a symbol of the brotherhood 
itself and should be considered as a form of secular decoration rather 
than a piece of religious paraphernalia. This specific function explains 
several elements of the triptych's form and iconography. Humfrey 
highlights the severe rectangularity of the picture fields and the 
employment of canvas rather than panel - both features make the 
work distinct from contemporary altarpieces. The original frame of 
the complex was possibly also very different from those commonly 
associated with the Vivarini workshop since it probably consisted of a 
simple gilt moulding. This might have been dictated by restrictions in 
space, since the height of the painting matches closely the distance 
between the wainscoting and the ceiling of the albergo. The plain 
nature of the frame was compensated for by the appearance of painted 
fictive wooden decoration in the upper corners of all three canvases. 
The wider iconography of the painting should also be reconsidered in 
relation to its function and location. In particular, the Madonna, the 
patron saint of the confraternity, sits under a canopy decorated by the 
scuola's insignia. Such canopies were carried by members of the 
scuola above their sacred relics during public processions - events 
which formed an important part of the scuola's calendar. 303 The 
image must therefore have been intended to make subtle allusions to 
the earthly duties of the brotherhood and to indicate the divine 
302De Carli & Zaggia (1974). 
303Examples of the use of this kind of canopy in public processions can be found in 
Gentile Bellini's, Precession in the Piazza San Marco, of 1496 (Venice, Accademia). 
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sanction of its existence. The triptych might also have been intended 
to form a visual link between the Four Fathers of the Church and the 
scuola officials who sat below them; both were associated with the 
founding of their respective institutions and were respected for their 
wise counsel. To some extent the image must also have been 
designed to co-ordinate with the existent insignia of the scuola. The 
most prominent and familiar symbolic images were probably those to 
be found on the exterior of the brotherhood's headquarters. The 
ceremonial entrance to the scuola and monastery, facing the Campo 
della Caritä was crowned by a relief sculpture depicting the Madonna 
of Charity (Pl. 101). 304 Although the banco painting is of a higher 
quality and its style has been fashionably updated, the two images 
share very similar iconographic schemes. Common elements include 
flanking angels and canopies emblazoned with the scuola's arms. 
This suggests that the patrons of the Vivarini shop indicated the 
earlier sculpture as a model for their design. Similarly the inclusion 
of the Four Fathers might have depended upon the cult of these 
saints amongst the Augustinian Canons of the neighbouring church 
of the Caritä. The brotherhood had close ties with this church; by 1450 
they certainly owned the juspatronatus of its high altar. 305 
Documents show that, only a year before the delivery of the Vivarini 
triptych, the Augustinians had commissioned sculptures of SS. 
Augustine and Jerome for the exterior of their church facade. 306 
304Rosand (1997), p. 103, n. 170, notes that there were originally two entrances to the 
scuola building. The entrance facing the Campo della Caritä was used mainly for 
processional occasions. The portal Madonna relief is inscribed, "MCCCXLV. I LO 
TEMPO DE MIS. MAECHO ZULIA FO FATO STO LAVORIER'. For this work see 
Wolters (1976), p. 179, Cat. 52. 
305Fogolari (1924). Fogolari quotes a document of 28 March 1450 referring to the 
scuola's contributions to the furbishing of the high altar. The chapel also displayed 
the insignia of the scuola within the chapel. 
306Fogolari (1928), p. 71. The sculptures were commissioned on 4 September 1445 and 
delivered on 24 February 1446. 
A closer Augustinian precedent might also be identified. Several scholars have 
remarked upon the similarity of the Four Fathers triptych to the triptych by Filippo 
Lippi now divided between Turin and New York. See Rowlands (1983), pp. 39 - 40; 
Ruda (1993), Cat. 17; Humfrey (1994a), p. 147. Both paintings share the same 
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The Maestä form of the triptych might have been a common motif of 
banco decoration. Unfortunately the decorative programmes of other 
scuole are not known for this period. Recently Thomas Worthen 
illustrated Tintoretto's paintings commissioned for the banco of the 
scuole del SS. Sacramento at S. Margherita. Although these paintings 
incorporated a specific iconography - images of the Last Supper - quite 
different from that of the Four Fathers triptych, Worthen's more 
general discussion of banco imagery might be relevant to the present 
discussion. 307 Particularly interesting is his description of the 
decoration of the Banco table around which the guardians of the 
scuola met. On major feast days the banco table was equipped in a 
similar way to an altar. Documents from the scuole del Sacramento 
indicate that the desk was adorned with candles and sculptures 
depicting the Risen Christ and angels. The specifically Sacramental 
connection of the Risen Christ makes this figure an unlikely feature 
of the banco at the Caritä. However, it is possible that the angels of the 
Vivarini triptych were intended as reflections of sculptural, possibly 
candle-bearing, figures placed before them. Worthen comments that 
this visual connection between the banco table and an altar served to 
increase its holiness and that of the organisation which built it. 
Tintoretto's banco paintings were therefore designed to represent the 
scuola officials who sat below them. More specifically, the twelve 
Apostles of his Last Supper images were probably intended to be 
associated with the twelve guardians of the scuola. It has already been 
indicated that similar ideas probably affected the appearance of the 
Vivarini triptych. 
In the late fifteenth century these symbolic parallels between the 
governors of the scuole and their saintly sponsors became more 
iconography and similar compositional elements. These similarities suggested to 
Humfrey (1994a) that Lippi's triptych might have had an Augustinian provenance 
and he identified the church of S. Giovanni in Verdara in Padua as a possible 
candidate for its original home. The shared iconography of the two works is 
intriguing but in terms of composition at least, the Four Fathers triptych relies upon 
the S. Moise triptych which preceded it by some years. It is possible that the scheme 
originated in another Lippi prototype once in the chapel of the Podestä in Padua. 
307Worthen (1996), esp. pp. 711 - 713,725 - 26. 
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explicit. Surviving narrative cycles painted for the meeting rooms of 
other scuole grandi in the second half of the Quattrocento incorporate 
numerous portraits of confraternity members and guardians. 308 For 
example, the governing body of the Scuola Grande di San Marco are 
known to have assembled below Gentile Bellini's canvas depicting St. 
Mark Preaching in Alexandria (Pl. 102). 309 The same individuals were 
again present in the painting itself, depicted amongst the crowds who 
witnessed St. Mark's sermon. The decorative cycle of this room, 
painted by Jacopo Bellini in the mid-fifteenth century, has not 
survived. 310 Without further documentary evidence we can only 
speculate that it might have included similar images to those found 
at the Caritä headquarters. 
Perhaps the closest known equivalents of the Four Fathers triptych 
are the decorations of secular council chambers. These images 
similarly functioned as symbols of divine approval for the decisions 
of the secular officials who gathered before them. In Venice itself, the 
Signoria met below Guariento's Coronation of the Virgin (P1.82) but 
closer precedents for the Caritä imagery can be found within the state 
rooms of Tuscan communes. For example, the Maestä images of 
Siena and San Gimignano incorporate the crowned Madonna and 
accompanying saints and angels below ornamental canopies. 
Compositions of this type might also once have been a more 
common feature of north Italian civic decoration. 
According to its inscription311 the Vivarini triptych was completed 
and delivered to the scuola officials in 1446, though the decision to 
commission a new painting for the banco might have been made 
some years earlier. The scuola had constructed its meeting house in 
the mid-Trecento and the albergo was completed towards the end of 
that century. 312 By the early Quattrocento the existent fabric 
308For an extended discussion of these narrative images see Brown (1988), esp. pp. 219 
- 235. 
309Brown (1988), Cat. XIX, pp. 291 - 295. 
310Brown (1988), Cat. VII, p. 268. 
311«M. 4.46. IOHANES. ALAMANUS ANTONIUS D. MURIANO". 
312For a summary of the building history and transcriptions of relevant documents see 
Rosand (1997), pp. 97 -102. 
229 
apparently no longer met the demands of its owners. The first notice 
of this situation came in 1411 when the chapter of the adjoining 
convent granted the scuola permission to enlarge the albergo. 313 
However, work was not begun until further concessions were made 
in 1442.314 Accounts for the project indicate that the building was 
completed the following year. During this same period the 
confraternity also became concerned with the decoration of its offices. 
In 1436 three hundred ducats were bequeathed to the scuola by one of 
its members, Bartolomeo di Giacomo Bonetti. His will stipulated that 
the money was to be spent on' providing an altarpiece, "un altar con 
sua palla a Maria Vergine nella Casa", and was to be put towards 
refurbishing the ceiling of the same room, "per far soffitar la Casa 
sudetta". 315 Bonetti's gift was put to immediate use. A document of 
October 1441 from the archive of the Scuola di San Giovanni 
Evangelista refers to the projects at the Caritä. In an attempt to 
encourage expenditure by his own members, the Guardian Grande of 
San Giovanni, Zuane Bruti, referred to rival projects; 
And the Scuola della Caritä, besides [decorating] its meeting 
hall and ceiling, has made or is having made an altar of 
great value with figures, that is destined for its meeting 
hall. And all the cited expenses [are] from the purses of their 
brothers which is no small thing in the stormy times that 
occur... 316 
The wording of the 1441 document is not specific enough to allow a 
definitive statement regarding the nature or location of these 
commissions. However, if, as seems likely, the measures came in 
response to the donation of Bonetti and other members of the 
brotherhood, Bonetti's use of the term, "Casa", allows greater 
accuracy. A third document of 1411 makes the distinction between 
313Rosand (1997), p. 166, Doc. 4. 
314Rosand (1997), p. 167, Doc. 5. 
315Rosand (1997), p. 103, n. 70. 
316"e la scuola de la Charitade holtra la soa Sala et sofitado abia fato over faza far 
un altar de gran valor a figure destaiado suxo la so sala. E tute le soradite spexe de 
borsa de loro fradelj, the non 6 pocho ai temporalj the ochore... ". For the document and 
its transcription and translation, see Brown (1987). 
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"Casa" and "albergo" quite clear. In this document, the Augustinian 
Canons conceded to the scuola, "quattro graneri, due alberghi, una 
Casa, e parte del suo orto". 317 Therefore, the Casa, the location of both 
the new ceiling and altar, referred to the larger sala del capitolo. 318 
That work continued in the neighbouring albergo at the same time is 
suggested by Gustavo Frizzoni's 1884 additions to Michiel's text; 
Frizzoni recorded a date of 1443 on the albergo ceiling (P1.103). 319 
From the surviving evidence therefore, it would appear that during 
the late 1430s the Scuola della Caritä began to solicit money from its 
members for the enlargement and decoration of its meeting place. As 
early as 1441, an impressive altarpiece and a carved and gilded ceiling 
had been commissioned for the sala del capitolo. The following year 
work began on enlarging the albergo. Plans to decorate the new room 
were put into effect immediately upon the completion of building 
work in 1443 - the ceiling was completed in the same year. Three 
years later, with the delivery of the painting to hang above the banco, 
the decoration was complete. 
This sequence of events permits some rudimentary observations 
regarding the commission of the Vivarini partners on this occasion. 
First of all, the decoration of the banco was always envisaged as an 
integral part of this decorative programme; it was almost certainly 
planned as early as 1441 and the commission was funded by 
donations from individual brothers. 320 Moreover the scuola 
317Rosand (1997), p. 166, Doc. 4. 
318The present ceiling of the sala del capitolo was made between 1461 and 1484 under 
the direction of the head of the scuola, Ulisse degli Aliotti. For this later ceiling see 
Merkel & Martinelli (1981). 
319Reported by Rosand (1997), p. 103, n. 70. Valcanover (1955), p. II, also noted work 
on the albergo ceiling in the early 1440s. Merkel & Martinelli (1981), consider the 
four Evangelist tondi of the present ceiling to date from around 1440. In contrast, 
Rosand notes the building of a cancellaria above the albergo in 1491. He presumes 
that the present albergo ceiling was largely the result of work done in this period. 
For details of initiatives of other scuole grandi beginning in the 1490s, to which the 
Scuola della Caritä were reacting, see Brown (1987). 
320Merkel & Martinelli (1981), assume that the Four Fathers triptych was 
commissioned in 1441, though the document from the Scuola di San Giovanni 
Evangelista does not refer to this work. 
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documents make clear that the decision to commission the Vivarini 
partners was not that of any one individual - all expenditures were 
passed by committee and very rarely were individuals mentioned by 
anything other than their official titles. 321 In this case it would appear 
that Antonio was awarded the commission due to his close ties with 
the brotherhood. In fact, Antonio himself was probably a member of 
the scuola. Although he is not mentioned in the extant documents, 
his son, Alvise, enjoyed membership from 1476 to 1488.322 The 
guardians of the scuola apparently preferred to commission artists 
from within their own ranks. 323 Antonio himself was employed 
twice more following the death of Giovanni. 324 Still other members, 
including Jacobello del Fiore and his son, Ercole, regularly found 
employment within scuola projects. 325 
This period of renewed attention, on the part of the Scuola della 
Caritä, to the extension and decoration of its building was probably 
inspired by a sense of competition with other scuole grandi. We have 
already seen how similar considerations motivated Zuane Bruti in 
1441. As revealed by the 1441 document, his pleas for finance were 
driven by the actions of several scuole, not just those of the Caritä. He 
states, 
321For example, the 1442 document (Rosand (1997), Doc. 5) outlines the two parties 
involved in the agreement; "Compositione et accordo seguito trä it Reverendi Padri 
del Monastero di S. Maria della Caritä da una, e la Veneranda Scola di S. Maria 
delta Caritä dall'altra, per la quale li Deputati ä cib dal Capitolo Generale di detta 
Scola, et it Guardian Grande, e Compagni... ". 
322See Steer (1982), Appendix IV, pp. 98 - 101. 
323Pedrocco (1981) also notes this practice amongst officials at the Scuola di San 
Giovanni Evangelista. 
3240n 29 May 1450, Antonio was paid forty ducats for painting an Annunciation. 
Again on 25 July 1456 he received two hundred ducats for the high altarpiece for the 
church of the Caritä commissioned by the brotherhood. See Fogolari (1924), p. 77 & 
Doc. I, p. 103; p. 79 & Doc. I, p. 105. 
325In 1418 Jacobello del Fiore had painted the series of Apostles for the sala del 
capitolo, recorded by Sansovino (1581), ed. 1663, p. 282, and others. Fogolari (1924), p. 
69, records payments to Ercole for polychroming the Annunciation relief on the facade 
of the church and, pp. 75 - 76, for other work in the high chapel. 
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Every day from the purses of its brothers, the Scuola di San 
Marco is building its rooms and a marvellous ceiling at 
great expense near SS. Giovanni e Paolo. And [what is] 
more, the Scuola della Misericordia is expanding and 
enlarging its meeting house with other additions and 
expenses appropriate for that purpose. And the Scuola della 
Caritä... 326 
Other records shed more light upon the nature of the work 
undertaken by the brotherhoods of S. Marco and of the Misericordia 
in these years. On 25 April 1438 the Scuola di S. Marco made a solemn 
procession from their old seat at Santa Croce in Luprio to the site of 
their new premises close to SS. Giovanni e Paolo, in accordance with 
an agreement of the previous year. The years immediately following 
this transfer must have been devoted to building work intended both 
to enlarge the offices of the scuola and to raise its prestige. The 
decoration of these new rooms, including the ceiling mentioned in 
the 1441 document, was probably not finalised for some years. In fact, 
the earliest recorded paintings in the new premises date from the 
1460s and 70s. 327 
The Scuola di S. Maria della Misericordia also undertook new 
building work at this time, apparently working throughout the 1440s 
to provide a new facade for their meeting house. Changes in the 
appearance of these two meeting houses over the following centuries 
prevent us from knowing the exact appearance of this mid-fifteenth- 
century work. 328 
The brothers of the Caritä must also have acted in response to the 
initiatives of San Marco and of the Misericordia. In fact, in a later 
period the officials of the Caritä admitted these concerns. In 1506, in 
regard to the commission of a processional banner, the scuola 
succinctly defined the dynamics behind this sense of rivalry, 
326Brown (1987), p. 187 & Appendix. 
327Mignozzi (1981); Gramigna & Perissa (1981), pp. 103 - 108. 
328Martinelli Pedrocco (1981); Gramigna & Perissa (1981), pp. 114 - 118. 
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All the confraternities of our noble city try with all means 
possible to them to exalt and glorify themselves in different 
ways, and have begun major adornments and furnishings 
of necessary things; these efforts one can only praise greatly, 
everything being done for the praise and glory of almighty 
God... And because for our confraternity... it is necessary first 
to honour God and then to be equal to the other 
confraternities, it is of great necessity to ' have a banner 
comparable to those of the others... 329 
Unfortunately our knowledge of the projects undertaken by the 
Scuola di San Marco and that of the Misericordia in the 1430s and 40s 
is insufficient to allow a direct comparison between these works and 
the Vivarini triptych. Whatever their appearance it would have been 
hard to equal the sumptuous effect created by the combined 
magnificence of ceilings, altarpiece and banco, achieved at the Caritä's 
headquarters. 
The S. Giorgio Maggiore Organ Shutters - S. Giorgio Maggiore (1445) 
Early descriptions of S. Giorgio Maggiore record a pair of organ doors 
depicting life size figures of SS. Stephen and George by the Vivarini 
partners. 330 The doors were in place until around 1612 when they 
were moved to the church sacristy following the commission of a 
new organ. They were seen in that location by Zanetti and also 
Cicogna who recorded an inscription bearing the names of the two 
329Quoted and translated by Brown (1987), p. 201. Brown's article neatly 
characterises the development of this sense of rivalry over the course of the 
Quattrocento. In the first campaign of the 1440s, scuole competed to be equal. By the 
1490s however, when a second period of rivalry began, the competition was more 
intense and the scuole were more concerned to out-do one another. The 1506 document 
quoted above, went on to say that the banner to be commissioned, "would not be of less 
beauty and perfection than [that of San Marco], but rather would be better... ". 
330According to Testi (1919), II, p. 356, they were included amongst the list of works 
of Antonio Vivarini compiled by Ridolfi. 
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painters and the date 1445.331 Thanks to this record of their date, the 
doors can be associated with the office of Paolo Caselli da Pavia, abbot 
of S. Giorgio from 1443 to 1447.332 During these years Caselli was 
concerned with measures to bring appropriate splendour to church 
services and in 1444 he successfully petitioned the general chapter of 
the Benedictine Order for permission to build a new organ. 333 These 
actions might have prompted Lodovico Barbo to distribute his Modus 
meditandi et orandi of 1444. Designed to assist the prayers of the 
Benedictine monks during the liturgy, Barbo's text also advocated a 
restricted use of musical instruments in church celebrations. His 
ideas were followed by strict directives forbidding the construction of 
new organs in monasteries without them. Despite these measures, 
musical practice at Santa Giustina, the ruling house of the 
congregation to which S. Giorgio belonged and the spiritual home of 
Barbo, remained somewhat out of step with contemporary activity. 
Despite the subsequent loss of these two works, their existence is 
significant since they verify that the Vivarini partners produced all 
types of church furniture. Moreover, they add significant weight to 
331Zanetti (1771), p. 15; Cicogna (1824 - 61), VI, p. 315, n. 153. The doors were 
probably removed from the church shortly after 1773. In that year Francesco 
Maggiotto listed them in an inventory of the church: "Nell'isola di S. Giorgio 
Maggiore, sin dall'anno 1773 perirono sotto le rovine del campanile due quadri del 
Vivarini, rappresentanti li Santi Giorgio e Stefano, Ii quali erano nella Sagrestia, 
come pure peri un altro quadro con 1'angelo Michele di Maffeo Verona". The archive 
reference for this document is given by Testi (1915), II, p. 356 as, ASV, Inquisitori di 
Stato. Relazione di Francesco Maggiotto b. 909. The subsequent location of the doors is 
unknown. Cicogna (1824 - 61), VI, p. 349, n. 249 includes a list of paintings in the 
sacristy from 1626 - 1627, now to be found in the Venetian archives: ASV. S. Giorgio 
Maggiore. B. 24. proc. 13a. 
332Prior to the present study much of the information presented here was compiled by 
Cooper (1990), pp. 32 - 35,185 - 88. 
333The organ was commissioned from Tommaso Ingegnieri. The contract stipulated 
that it was to take the new organ of the patriarchal church of Venice as its model. 
See Cooper (1990), p. 34. 
235 
the claims of some early sources that similar pairs of shutters once 
existed at S. Moise and S. Pantalon. 334 
Conclusion 
The first half of the 1440s certainly formed the busiest period in the 
life of the partnership. In order to fulfil all the commissions 
attributed to this period of the shop's activity, the partners must have 
worked at a hectic rate for a number of years. These years also 
comprise the period in which the shop's reputation was at its height. 
Between 1440 and 1444 the partners delivered six impressive 
altarpiece complexes all commissioned by prestigious and wealthy 
donors. The pattern of commissions suggests that work began to slow 
after the mid-1440s and that the section of the market which they 
served began to change. Following the S. Pantalon Coronation the 
partners attracted commissions from less wealthy and cittadini 
organisations. 
During the early 1440s Giovanni used his existing connections to 
become more established within Venetian patrician circles. 
Representatives of this group virtually monopolised the partners' 
output until 1444. The commissions which their shop attracted at this 
time must have been among those most sought after by Venetian 
painters. Marco Dandolo and Francesco Gritti certainly set high store 
by visual symbols of their wealth and spent lavishly on items 
destined to decorate their private chapels. The nuns of S. Zaccaria 
were members of the most esteemed Venetian families and 
guardians of the most important Venetian church after San Marco. 
334A clue to the appearance of the three sets of lost organ doors discussed here, might 
be provided by a panel previously in the collection of Harewood House (Pl. 22). See 
Borenius (1936), p. 41. It is easy to imagine that the panel was once the right half of a 
diptych complex; the kneeling Franciscan donor figure and the partial inscription 
clearly necessitate another panel, probably showing the Stigmatisation of St. 
Francis, to their left. The Franciscan provenance of the panel, together with its 
stylistic similarity to other works of the late 1440s suggest that the organ doors (if 
that is what they were) might have been a third commission for the church of S. 
Francesco Grande in Padua. See below, Ch. 6. 
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Moreover, the project involved three altarpieces and probably fresco 
work as well, for which the gains in finance and honour must have 
been great. 
After their work at S. Pantalon, however, the remaining three 
Venetian projects of the Vivarini partners from this period were 
perhaps less notable. They probably completed only one further 
altarpiece - that of St. Monica. Although the officials of this 
sisterhood might have been members of the Venetian nobility, the 
status attached to an altar belonging to a scuola piccolo cannot have 
matched that associated with the altar of Marco Dandolo. The 
commission probably had two other drawbacks. Firstly, the sums 
involved were almost certainly lower than the partners had come to 
expect; the sisters did not have high sums set aside for this purpose as 
shown by the lack of raised gilded details in the altarpiece's surviving 
components. Secondly, the narrative demands of the altarpiece by no 
means constituted the standard work of the partners and its execution 
must have taken quite some time and effort. In contrast, the second 
major commission of these years, the Four Fathers triptych, 
constituted a quite lucrative commission due to its size and the 
amount of work involved in its production. However, the complex 
cannot have been widely known - it was seen only by cittadini 
members of the scuola - and it is unlikely to have generated much 
future business. On top of this the renown attached to winning the 
commission was probably diminished by Antonio's own membership 
of the scuola. It might have been generally recognised that the project 
awarded loyalty to the brotherhood rather than any particular artistic 
ability. Their final certain Venetian work belonging to the 1440s, the 
organ shutters at S. Giorgio Maggiore were painted for an important 
church and reflected earlier precedents at S. Moise and S. Pantalon. 
Yet, in comparison to their commissions at the Benedictine sister 
church, S. Zaccaria, the task of providing such church furniture must 
have been disappointing. This shift in demand and in the prestige of 
their appointments might go some way to explaining the subsequent 
shift of focus to Padua. 
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Section III. The Patrons of the Vivarini Shop 
Chapter 
Close. The Partners and Padua 1447-1450 
Introduction 
In 1447 the Vivarini partners began to focus their attention upon the 
Paduan art market. Three projects were certainly executed for Paduan 
churches before the close of the decade and it is further possible to 
associate another two altarpieces with the Paduan activities of 
Giovanni and Antonio. With these appointments Giovanni's career 
turned full circle; he returned to the city in which he had worked 
during the 1430s. Within this familiar environment it was not long 
before Giovanni, now with a new partner, began to compete for the 
most prestigious commissions amongst a circle of patrons who were 
already aware of his work. 
It has sometimes been thought that this shift of concentration to 
Padua represented a withdrawal from Venetian affairs. Certainly no 
Venetian commissions are documented in these years and the 
lucrative Venetian markets of the early 1440s appear to have suffered 
a lull after mid-decade. Alternatively, modern scholarship favours 
the idea that neither partner actually spent any significant amount of 
time in the mainland city. It would have been a simple matter to 
transport completed altarpieces from Venice to Padua by boat. 
Moreover at least two paintings presumably of Venetian provenance 
have been dated to these years indicating that the Venetian shop 
remained open for business. Of course, fresco work in the Ovetari 
chapel demanded that at least some painting took place in Padua 
itself. However, only a fraction of the work originally contracted for 
this space was ever completed and modern scholarly opinion 
unanimously attributes this to Giovanni alone. 
In fact, it is probably more appropriate to think of the Paduan move 
as a branching out. Giovanni and Antonio together could certainly 
cope with many more than the three known Paduan commissions 
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from this period. Furthermore, their effectiveness as a team was 
probably increased in these years as the art of Antonio's brother, 
Bartolomeo, came to maturity. The available evidence suggests that a 
second shop was established in Padua around 1446, approximately the 
same time as the Venetian shop is first recorded at S. Maria Formosa. 
The Paduan premises might have served merely as a shop window to 
attract Paduan business rather than as a fully functional work space. It 
is difficult to imagine how the partners might have attracted regular 
Paduan commissions without such a mainland base. Moreover, the 
paintings of this period do demonstrate a familiarity with Paduan art 
which could only have been achieved through prolonged exposure at 
its source. There is little evidence to clarify the state of events in these 
years. However, several pieces of information indicate that Giovanni 
was in charge of the Paduan branch: his reputation was already 
established in that city, he had Paduan citizenship and rented 
property there and he was probably responsible for the fresco work in 
the Ovetari chapel. Moreover, Antonio promptly bowed out of the 
Paduan market following Giovanni's death. 
Whatever business arrangements were in operation in these years, 
the decision to tap into the Paduan market proved successful. It was 
not long before Giovanni resumed his previous eminence among 
Paduan painters by securing for himself a major role in the 
decoration of the Ovetari chapel - one of the most lucrative north 
Italian commissions of the age. 
The Nativity Polyptych - S. Francesco Grande (1447) 
The Nativity polyptych of 1447 (P1.17) marks a significant departure 
from the Venetian works of the Vivarini partners; the complex is 
innovative both in terms of its design and style. The polyptych form 
of the altarpiece was remarkable for its time due to its adoption of a 
notably simple format. Not only was the complex reduced to a single 
register, incorporating full length protagonists (SS. Francis, 
Bartholomew, Nicholas of Tolentino, Anthony of Padua) but also the 
central panel was punctured to include a narrative event - the 
Nativity of Christ - set within an expansive landscape. Moreover, the 
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flanking panels were suitably simplified. Each saint was 
accommodated within his own fictive niche - consisting of a stone 
pedestal and low surrounding wall - devoid of unnecessary 
ornament. The saints themselves are constructed around basic 
geometric forms and dressed in sparse draperies. The iconographic 
programme of the altarpiece must have been dictated by the terms of 
its commission. However, the innovations of the format employed 
by the Vivarini partners were adopted and adapted by native Paduan 
artists in the following years. 
The altarpiece was well known to scholars even before its discovery 
amongst the collection of Tommaso Degli Obizzi by Leo Planiscig in 
1922.1 The altarpiece is frequently recorded by the early guides to 
Padua. It is first mentioned by Marcantonio Michiel in the early 
sixteenth century and again by Rossetti in 1780.2 The most 
authoritative description is that given by Brandolese, shortly before 
the close of the eighteenth century: 
L'altra [ancona] ha M. Vergine nel mezzo adorante il nato 
Gesü, che sta fra il Bue e 1'Asinello: S. Giuseppe da un lato, 
un bel paesaggio da lontano, ecc. e ne' quattro laterali 
comparti altrettanti Santi. Vi si legge: 'MCCCCXLVII 
Cristofalo de Ferrara Itaja. Antonio da Muran, e Zoane 
Alamanus p. '3 
Besides supplying the date, authorship and iconography of the altar, 
these descriptions also provide indications of its later history. The 
altarpiece was still to be seen in the third chapel on the left side of S. 
Francesco Grande at the time of Michiel. However, by 1780 it had 
1Planiscig (1921 - 1922). 
2Michiel (1521 - 43), ed. 1884, p. 28; "La terza palla a man manca fu de mano de 
Antonio et Zuanalvise da Murano, e contiene cinque figure in cinque nicchie". Rossetti 
(1780), p. 166, "L'altra quadro posto a parte destra nell'entrata in questa stanza, 
anch'esso in tavola, colla B. Vergine in mezzo, che adora il Bambino Gesü, e con due 
Santi per cadauna parte, ha questa iscrizione: 'Antonio da Muran e Zohane Alamanus 
P.,,, 
3Brandolese (1795), p. 249. 
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been moved into a room to the right of the choir. 4 A more precise 
discussion of this history, and of the circumstances surrounding the 
commission of the altarpiece, are possible due to the recent research 
of Raimondo Callegari. 5 Callegari skilfully demonstrated that the 
altar of the Nativity in S. Francesco Grande was under the patronage 
of the Lion family from at least as early as 1466. The Lion were a noble 
Paduan family whose members held high communal offices and 
associated in humanist circles. Their altar at S. Francesco retained its 
fifteenth-century altarpiece until renovation work carried out by the 
family in the 1760s. 6 After spending some decades in a back room of 
the church, the altarpiece entered the collection of Tommaso degli 
Obizzi at Catajo, sometime before his death in 1803.7 
Of greater interest to the present study are Callegari's observations 
concerning the early history of the altarpiece. Although his research 
unearthed no documentation relating to the commission of the 
altarpiece his findings identify Checco Lion del fu Paolo as its most 
likely patron. The reasons for Callegari's identification are two-fold, 
taking into account both surviving documentation and the nature of 
Checco's taste in art. Checco can be linked directly to the chapel and its 
patronage by provisions left in drafts of his will dated 1473 and 1478. 
In each, he specified his wish to be buried in the family tomb at S. 
Francesco and he bequeathed eighty ducats in order to furnish the 
chapel with, "omnibus fulcimentis necessariis pro missa 
celebranda". 8 Checco had also been responsible for the commission of 
a stone tomb at the church from Antonio dal Lago di Lugano 
sometime before 1471.9 The location of this tomb is uncertain. It 
41t was seen there by Rossetti (1780), p. 166; Brandolese (1795), p. 249; Sasso (1802). 
SCallegari (1997a). 
6Callegari (1997a), p. 7, n. 11. The altarpiece is last recorded in place as "una pala di 
poca considerazione", in 1763. 
7Callegari (1997a). The altarpiece later passed to the collection of the National 
Gallery of Prague. 
8The wills, dated 13 March 1472 and 16 November 1478, both drawn up by the notary 
Giambattista da Urbino, are located among the papers of the Archivio di Stato at 
Padua: ASP. Notarile. t. 241. ff. -172 - 175. ff. 362 - 366 respectively. For the reference 
and information, including transcripts see Callegari (1997a), p. 7, n. 14. 
9Callegari (1997a). 
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might be identified as that in the cloister of S. Francesco Grande in 
which Antonio Lion was interred in 1466.10 Alternatively, other 
sources indicate that Checco's tomb might have been located in the 
chapel of the Nativity itself; an obituary of 1570 records the "Cappella 
del Presepio, Da Lion, detta cappella con la sua sepoltura the gli 6 per 
mezo e dei signori da Lion". 11 Checco's interest and taste in art was 
shared by other members of his family. Checco's brother, Lionello, is 
recorded as a patron at the Franciscan convent of S. Chiara in 1449, 
only two years after the delivery of the Nativity polyptych to its 
brother house. 12 Of the succeeding generation, several members of 
the Lion clan were concerned with artistic enterprises. Lionello's son, 
Francesco, was involved in drawing up an agreement with Donatello 
for the seven statues of the Santo altar. 13 Iacopo Papafava, husband of 
Agnesina Lion, daughter of Antonio and niece of Checco, had 
discussions with Dario da Pordenone in 1446.14 
The case for associating the altarpiece with the patronage of Checco is 
supported by the relationship of the work to the De Lazara altarpiece 
by Francesco Squarcione (P1.104). The basic composition and concept 
10Callegari (1997a). The presence of Antonio at S. Francesco Grande might lead us to 
question Callegari's identification of Checco as the most likely patron of the 
Nativity polyptych. Although the Nativity chapel had apparently become the 
responsibility of Checco by c. 1470 it is not known whether he was already head of 
the family twenty years earlier. One of Checco's brothers was certainly called 
Antonio. Antonio Lion who died on 18 October 1466 and was subsequently buried at S. 
Francesco Grande might be identified as this man. Since Antonio died at least twelve 
years before Checco, it is possible that he was an elder brother. If Antonio had been 
head of the family and had no sons, his authority would have passed to Checco only 
in 1466. In this regard it is interesting to note that when Planiscig discovered the 
polyptych in 1921, the figure of St. Anthony of Padua occupied the place of honour to 
the Virgin's right (our left). Indeed, Anthony's famous Paduan namesake might have 
been the reason for his devotion to the Franciscan house. Collodo (1984), refers to 
another tomb belonging to the Lion family at the Benedictine church of S. Giustina. 
Perhaps the family had more ancient Benedictine connections. 





of this complex seem to depend upon the Nativity polyptych. For this 
reason the two works have been interpreted as part of a competitive 
dialectic between their two patrons. 15 The De Lazara altarpiece was 
commissioned by Leone de Lazara for his chapel, dedicated to St. 
Jerome, in S. Maria del Carmine in Padua. The altarpiece was not 
delivered until 1452 but its conception probably dated to 1447, the year 
of the chapel's foundation and of the delivery of the Lion polyptych 
to S. Francesco Grande. 16 Leone and Checco were almost exact 
contemporaries; they appear to have enjoyed the same level of status 
and position and they are documented in the same circles on a 
number of occasions. 17 Even if the relationship between the two men 
was not close enough to allow us to think in terms of direct rivalry, 
they were certainly aware of one another's cultural activities. The 
interests and offices of Checco might also explain how the Vivarini 
partners came to receive their first known joint commission for a 
centre outside Venice. Checco's career in the service of the Paduan 
commune apparently took him to Venice on a number of occasions. 
Callegari notes his office as Paduan ambassador to Venice in 1464 and 
his financial dealings with Venetians in 1472.18 Earlier contacts with 
the City of the Lagoon and its inhabitants might have provided 
15The similarities were first noted by De Nicolb Salmazo (1993), p. 11. However, the 
connection between the patrons of the two works was not noted until the research of 
Callegari (1997a). In both altarpieces the central field has been opened up to present 
a landscape view. Furthermore the flanking saints are conceived as statues on 
pedestals and in niches. A more detailed comparison is made by De Nicolb Salmazo 
(1993), p. 11. 
16The altarpiece was commissioned in 1449. Callegari (1997a), pp. 10 - 11, nn. 43 - 44, 
gives documentation for the conception of the chapel in Leone's will of 20 October 1447 
and its inauguration of 18 July 1448. 
17Leone died in 1470, Checco around ten years later. During their lifetimes each had 
graduated in law from the Paduan Studio. Checco was awarded his degree on 29 
January 1432; Leone similarly on 6 November 1423; see Zonta & Brotto (1970), I, p. 245, 
no. 770. Both served as ambassadors to Venice. Moreover, Checco's close relatives are 
documented alongside Leone in the affairs of the council of Padua in 1449 and 1454. 
See Callegari (1997a); Pope-Hennessy (1964), I, pp. 338 - 339. 
18Callegari (1997a). 
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Checco with the opportunity to admire recent works from the 
Vivarini shop or informed him of their reputation. 19 
The Praglia Polyptych - S. Maria di Praglia (1448-49) 
Sometime between October 1447 and 4 November 1448, the Vivarini 
partners registered in the Paduan painters' guild enabling them to 
practice and sell their art in that city. It has often been thought that 
their matriculation was undertaken simply in order to allow them to 
work at the Ovetari chapel. However, that they established more 
permanent residence in the mainland city is suggested by the sudden 
focus of their activity there from mid-1448. On 16 May of this year the 
two artists signed the contract for the Ovetari chapel decoration, 
alongside Andrea Mantegna and Nicole Pizolo. At almost exactly the 
same 'time they attracted another commission from the Benedictine 
abbey of S. Maria di Praglia in the Paduan contrada. 
The altarpiece from Praglia (P1.18), now in the Brera, is neither signed 
nor dated. In line with common practice such information almost 
certainly formed part of the original frame, now lost. In its current 
state the altarpiece consists of fourteen panels of rather modest 
dimensions, arranged in two registers. Their splendid effect must 
have been greatly' enhanced, and the overall scale of the complex 
significantly enlarged, by the original framing elements. The scheme 
formed by these fourteen panels would appear to represent the 
complete iconographic programme of the altarpiece as it can be 
understood from early records. The central axis of the altarpiece 
almost certainly consisted of the extant Madonna and Child 
Enthroned, surmounted by the scene of the Lamentation. The 
position of the saints to either side of these groups is less certain. 
However, the arrangement described by Peter Humfrey is most 
19Checco might have been attracted to the Vivarini shop through the Venetian 
branch of his family. In 1435 a member of the Venetian Lion clan from the parish of 
S. Sofia was buried in the cloister of S. Stefano - later the site of two Vivarini 
altarpieces. See Nicolai (Memorie), Sepoltuary antichi, n. 11. It is not known 
whether any direct relationship existed between these two branches of the family. 
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satisfactory both iconographically and aesthetically. 20 Like the 
preceding Nativity altarpiece, the saints of the Praglia polyptych are 
set within simple stone niches and the central panel incorporates 
landscape elements. 
The altarpiece is not mentioned in any of the usual artistic guides to 
Padua. However, we are remarkably well informed concerning its 
provenance and patron, due largely to the research of Giordana 
Mariani Canova. Her findings are revealing not only in relation to 
the project itself but also concerning the reputation of the Vivarini 
shop and the circles which sponsored it. 21 
The altarpiece is first mentioned in the late eighteenth century when 
it was to be seen in the church of S. Eusebio di Valsanzibio in the 
Eugenean Hills outside Padua. 22 A short time later it was transferred 
to the neighbouring abbey of S. Maria di Praglia, probably under the 
instructions of the abbot of Praglia, Basilio Terzi, who assembled 
something of a gallery within his private rooms there around the 
turn of the century. In 1811, following the suppression of the abbey, 
the polyptych was confiscated by Napoleonic officials and transferred 
to the Brera in Milan. Despite these records, scholars agree that the 
small and remote church of S. Eusebio was an unlikely home for 
such a prestigious work in the mid-Quattrocento. Rather, the 
altarpiece can more reasonably be associated with the abbey church of 
Praglia to which S. Eusebio was subject. In fact, the complex was 
probably transferred to the smaller church when S. Maria di Praglia 
was rebuilt during the early sixteenth century. 23 
20Humfrey (1990a). The arrangement followed by Humfrey was first proposed by 
Bisi, M. & Gironi, R. - Pinacoteca del palazzo reale delle Scienze e delle Arti di 
Milano (Milan 1812). The iconographic programme is as follows: the lower register 
(1-r), SS. Augustine, Benedict, John the Baptist, Madonna and Child, Jerome, 
Prosdocimus, Romuald. Above, SS. Scholastica, Benedict, Peter, Lamentation with 
St. John the Evangelist and the Virgin, Paul, Ambrose, justina. 
21Mariani Canova (1985). 
22M. Pivetta - Notizie sul monastero de' Padri benedettini cassinensi di S. Maria di 
Praglia fra colli Euganei (Padua 1931), cited by Mariani Canova (1995), p. 131. 
23Mariani Canova (1980), p. 21,80, (Doc. III, n. 7), 209 - 210, sceda 177; idem. (1985), 
followed by Humfrey (1990a), pp. 28 - 32. 
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Events at Praglia allow an even more precise discussion of the 
circumstances surrounding the polyptych's commission. Laudadeo 
Testi was the first to suggest that the work once adorned the high 
altar at Praglia and should be associated with the occasion of the 
entrance of the abbey into the Benedictine Congregation of S. 
Giustina in May 1448.24 His thesis was refined by Mariani Canova 
who proposed that the altarpiece was commissioned on this occasion 
to be put in place in May 1449 when Praglia hosted the chapter- 
general of the Congregation. 25 The stages involved in negotiating and 
celebrating this union are instructive in regard to both the moment 
of commission and the reasons for the choice of the Vivarini shop. 
Discussions concerning Praglia's place in the Congregation had begun 
at the chapter-general in May 1447 and the details of this union were 
finalised almost exactly a year later. The abbot responsible for these 
reforms, Cipriano Rinaldini, might also be identified as the patron of 
the Vivarini partners at Praglia and as the figure depicted kneeling at 
the Virgin's feet. 26 The commission of the high altarpiece was almost 
certainly inspired by these events, but Cipriano's selection of the work 
force probably came in July 1448. On the 15 of this month the official 
ceremony marking the union took place at the abbey, attended by the 
president of the Congregation, several of the abbots of sister 
foundations and various other officials. 27 One of the witnesses on 
this occasion was the Paduan noble Lionello Lion, whose brother, 
Checco, had recently taken delivery of his own altarpiece by the 
Vivarini partners at S. Francesco Grande. 28 The presence of the Lion 
family at Praglia, together with the formal similarities shared by their 
altar and the Praglia polyptych suggest that the latter work depended 
24Testi (1915), II, pp. 374 - 376. The high altar was consecrated, "Ad honorem et in 
memoriam gloriose Virginis Marie", on 30 March 1448 by the bishop of Padua, 
Fantino Dandolo. (ACVP, Visitationes. I. f. 46r), quoted by Faccini (1985), p. 118. 
Humfrey (1990) noted that the small size of the panels may seem inappropriate 
within the context of the high altar. However, they were probably once 
accommodated within a large and elaborate frame. 
25Mariani Canova (1985). 
26This identification was suggested by Mariani Canova (1985). 
27The details of the union and Cirpriano's part in it are given by Carpanese (1985). 
28See above. 
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on that at S. Francesco in a number of ways. Most obviously, the 
Praglia altar reused the pedestal motif of the earlier work and 
similarly opened the central panel to include a landscape view. 
Moreover, the nomination of the Vivarini partners for this work 
might well have been made by the Lion themselves. 
Approval of the Vivarini shop might also have been given from 
within the Congregation. The patrician sponsors of the partners had 
brought them into contact with similar Benedictine communities 
earlier in their careers; in 1443 their patrons at S. Zaccaria were 
Venetian patricians as well as Benedictine nuns. 29 Likewise, well 
educated nobles filled the high offices in Benedictine Observant 
churches; their patrons at S. Giorgio Maggiore in 1445 were probably 
members of this class. 
The Congregation of S. Giustina attracted many of its members from 
among the Venetian patriciate. The earliest community must have 
been rather elitist. Its first reforming abbot, Ludovico Barbo (abbot 
1408 - 1432), had been involved with the Congregation of S. Giorgio 
in Alga - the centre of religious reform in north Italy, itself comprised 
of a tight group of Venetian noble families. Among the founding 
fathers of this community of Secular Canons were Angelo Correr 
(who became Pope Gregory XII), Gabriele Condulmer (who later 
became Pope Eugenius IV), Lorenzo Giustinian (the first Patriarch of 
Venice) and Francesco Barbo (Lodovico's brother). 30 When Ludovico 
began his reform at S. Giustina he borrowed monks from S. Giorgio 
in Alga and from S. Michele in Isola, the prestigious house of 
Observant Camaldolese. Alongside them its members were drawn 
from the graduates of the Paduan studio. In this regard, the particular 
emphasis which the Benedictines placed upon scholarship becomes 
29Accounts of the activity at S. Zaccaria suggest that the lifestyle of the sisters was 
closer to that of patrician nobles than Benedictine nuns. Winkelmes (1997), p. 92, 
notes that "When they entered the convent, many of these nuns brought with them as 
assets their own social and political connections and the patronal experience of their 
class, along with gifts of money or land". For more on the conditions at S. Zaccaria see 
Primhak (1991). 
30For the Secular Canons of S. Giorgio in Alga see Cracco (1959); Walsh (1972), pp. 44 
- 57. 
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an important issue for our discussion. The prestigious libraries which 
were formed in many reformed Benedictine houses must have 
attracted a certain type and class of brother. 31 
The Observant reform programme initiated at S. Giustina marked a 
significant departure from normal Benedictine practice. Apart from 
their emphasis on a return to the simple ideals of their founder, the 
Observant Benedictines favoured close communication between their 
reformed houses. Under Ludovico's guidance, previously 
autonomous abbeys were drawn together into a single body or 
congregation, the members of which followed the same Rule and 
were governed by a central chapter. In 1419, the first Congregation of 
this kind was officially established, incorporating S. Giustina, S. 
Giorgio Maggiore in Venice, SS. Felice e Fortunato of Torcello and S. 
Maria, called 'La Badia', in Florence. Monks from the founding 
Paduan house were sent to each centre to head the reform 
movement. 32 The first reforming abbots of S. Giorgio and S. Maria 
were both graduates of Padua's studio. Despite the disintegration of 
this first Congregation structure in 1431, the reform gained new 
momentum in the early 1440s; old members were reunited and new 
initiates joined the circle. 
This new emphasis on co-operation and collaboration must have 
been an important impetus to artistic as well as spiritual innovation. 
The S. Giustina Congregation provides a convenient example of the 
effects of the Observant movement upon methods of artistic 
31Cooper (1990), p. 82, n. 116, comments, "The appeal of its aristocratic ambience, its 
amenity and position near the seat of government, the intense spirituality congenial 
to the scholar, and an intellectual tradition notable for the humanistic formulation of 
religious problems have been given as reasons for the influence of S. Giorgio in the 
intellectual and spiritual life of Venice". Collett (1985), pp. 1- 27, discusses the 
effects of the early constitution of the Congregation and its close links with students 
of Padua University. Palla Strozzi bequeathed books to S. Giustina; see Rocco (1964), 
esp. pp. 195 - 96. Cosimo de' Medici was also attracted to this scholarly aspect of the 
Venetian Benedictines. According to Vasari (1568), ed. 1967, Testo III, pp. 229 - 240, 
Cosimo provided S. Giorgio with a library built by Michelozzo. 
32Two monks from S. Giustina were sent to Praglia to assist with the rebuilding of the 
community there following the election of Cipriano. See Carpanese (1985), p. 17. 
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interchange. As demonstrated in several studies by Mariani Canova, 
the Congregation frequently rotated artists and ideas, possibly as a 
result of its regular rotation of religious offices. The career of Cipriano 
Rinaldini within the Benedictine community was probably rather 
typical of high flying brothers; however, the attention which he gave 
to artistic projects was more unusual. 33 Cipriano, of Mantuan origin, 
had his earliest training in Mantua at S. Benedetto di Polirone (a 
member of the Congregation from 1419) but his most prolific work 
was undertaken in Venice and Padua; he was abbot of Praglia, S. 
Giustina and S. Giorgio on a number of occasions as well as presiding 
over the chapter-general and the Congregation itself several times. 34 
From the mid-1440s until his death in 1470, Cipriano was involved in 
a variety of artistic initiatives each aimed to assist the new liturgy of 
the reformed Congregation. Of most relevance here is his 
contribution to the provision of choral manuscripts at S. Giustina in 
the late 1450s, and at S. Giorgio during the 1460s. For the production 
of these texts, Cipriano employed miniaturists who had close ties 
with his native city and with other churches of the Congregation. For 
example four manuscripts which have been linked to S. Giorgio are 
the work of Belbello da Pavia and a number of anonymous artists 
associated with his Mantuan workshop. The same artists also worked 
for S. Benedetto di Polirone. 35 Another master, Girolamo da 
Cremona, who worked for Cipriano at both S. Giorgio and at S. 
Giustina further found employment at the Gonzaga court. 36 Along 
33Cooper (1990), pp. 38 - 40, echoes Marian Canova's comments. She also notes the 
dose contacts between Cirpriano and Eugenius IV. 
34For the problems associated with establishing the precise tenure of Cipriano's 
offices see Cooper (1990), p. 35, n. 25, p. 50, n. 54; Mariani Canova (1973). 
35Mariani Canova (1973). In 1461 Barbara Gonzaga of Mantua licensed Belbello to 
illustrate a missal for S. Benedetto. See Cooper (1990), p. 40. 
36Mariani Canova (1984), proposes that a Lectionary dated after 1457 might be 
associated with Cipriano's abbacy at S. Giustina. Alexander (1969), also associates 
an Antiponal of SS. Cosmas and Damian by Girolamo with Cirpriano's work at S. 
Giorgio. However, his findings are questioned by Mariani Canova (1984), who 
connects the same manuscript with the monastery of Misericordia at Padua. For other 
works of Girolamo for S. Benedetto di Polirone see Marian Canova (1984). According 
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with these artists, the Paduan, Cristoforo Cortese, worked within the 
Congregation, illustrating manuscripts for S. Giorgio under the 
direction of Abbot Giovanni Michiel in 1419 and at S. Giustina in the 
early 1440s. 37 
In much the same way, the Vivarini partners benefited from their 
ties to this circle of Benedictine patrons. In 1445 they were responsible 
for a pair of organ doors at S. Giorgio and three years later they 
furnished Cipriano with the high altarpiece for his abbey at Praglia. 38 
Their important work at S. Zaccaria might have been a catalyst for 
these commissions; although the nuns there did not form part of the 
Congregation or adhere to the new Rule, they had close ties with the 
monks at S. Giorgio, employing one of their number to hear 
confession at the convent 39 
The selection of the Vivarini partners alongside these other artists 
might allow us to gauge the way in which their art was perceived by 
their patrons. As an individual, Cipriano was certainly very aware of 
cultural developments. In all the projects under his command he 
took care to select artists with an established reputation and who 
to Vasari, Girolamo also worked for the monastery of SS. Nazaro e Celso di Verona, 
which had joined the Congregation in 1443; see Mariani Canova (1984). 
37Mariani Canova (1970), attributes works made for S, Giustina under the abbot 
Mauro Folperti between 1437 and the artist's death in 1445. Cortese was also the 
author of Psalter N, produced for S. Giorgio under the abbacy of Giovanni Michiel, for 
which see Mariani Canova (1973). For the most up to date biography of Cortese's 
activity and the relevant bibliography see Lucco (1989b). 
38Paolo Caselli da Pavia, the patron of the Vivarini partners at S. Giorgio, held a 
similar status and position to Cipriano. His offices within the Congregation were 
frequently rotated, see Cooper (1990), p. 33. Winkelmes (1997), notes the close 
communication between the communities of S. Zaccaria and S. Giorgio Maggiore in 
relation to their building projects. She concludes that the monks of S. Giorgio took 
their lead from the nuns of S. Zaccaria and this also seems to have been the case in 
respect to the patronage of the Vivarini partners within the Congregation. 
39Antonio Vivarini might also have been responsible for a second altarpiece for S. 
Giorgio towards the end of his life. See Cooper (1990), pp. 185 -188. 
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fulfilled certain aesthetic criteria. 40 It might also be noted that 
Cipriano typically employed the services of imported talent, perhaps 
to add an extra element of prestige to his projects. For his choral 
manuscripts at S. Giustina and S. Giorgio, he contracted masters who 
were closely associated with the Gonzaga court at Mantua. 41 Their 
style was both sumptuous enough to suggest great wealth and 
sufficiently sophisticated, in its adoption of an antique and 
naturalistic vocabulary, to infer learning. In short, the artists were 
first rate exponents of the latest fashionable style (P1.105). Although 
the Praglia polyptych was commissioned some ten to twenty years 
before Rinaldini's choir books it shares with them a certain 
seriousness in feeling and a commitment to a thoroughly up to date 
language. Rinaldini clearly selected the Vivarini partners due to their 
reputation as leading practitioners of a modern style, appropriate to 
the ideals of a reformed Benedictine congregation. 
It might also be legitimate to enquire whether the Congregation as a 
whole had particular aesthetic preferences. If so, how did the art of 
the Vivarini shop cater to their requirements? When Cipriano came 
to commission the Vivarini partners in 1448 he may well have 
looked to the example of Padua, in particular to the leading house of 
the Congregation, for guidance. At S. Giustina the most recent 
equivalent undertaking was the decoration of the chapel of St. Luke 
frescoed by Giovanni Storlato between 1437 and 1441 (Pls. 64,65). The 
Storlato frescoes are badly preserved and they have lost much of their 
original highly decorative finish. In the 1440s they must have 
appeared much more like the work of Pisanello. In contrast, the 
Praglia polyptych is particularly austere in its exclusion of 
40Several other artistic projects were initiated by Cipriano. At S. Giustina he was 
responsible for building the new sacristy and for the decoration of the new choir 
stalls. For this latter project he employed Francesco da Parma and Domenico da 
Piacenza in 1467. At S. Giorgio he laid the foundations for the new dormitory in 1448. 
See Cooper (1990), p. 40,43 - 44,50. 
41Mariani Canova (1973). Belbello da Pavia is documented at the Gonzaga court at 
Mantua in the early 1460s. See Cipriani (1965). Girolamo da Cremona was favoured 
by Barbara Gonzaga after 1460. Mariani Canova also detects evidence of a Mantuan 
training for the so called 'Master of the Antiphonal Q of S. Giorgio', another 
miniaturist who worked on the choir books at S. Giorgio. 
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unnecessary decoration. Differences of this nature might be explained 
by a change in approach which took place during the 1440s. More 
fundamental characteristics are common to both works. For example, 
both are concerned to suggest new levels of observational realism. 
This is partly achieved by the use of portraiture. The contract for the 
S. Giustina frescoes specified the inclusion of several portraits 
including the bishop of Padua, Pietro Donato and the abbot of S. 
Giustina, Ludovico Barbo; architectural portraits were probably also 
once a feature of the complete cycle. 42 This drive towards portraiture, 
which often involved depictions of the monks themselves as 
protagonists in Biblical narratives, apparently formed an important 
part of a type of anecdotal realism particularly favoured by members 
of the Congregation. Mariani Canova, quoting many examples of this 
narrative approach among the liturgical manuscripts belonging to the 
Congregation (P1.105), interpreted this element in respect to 
Benedictine spirituality encouraged by the writings of Ludovico 
Barbo. 43 Similarly, Cipriano had himself and his abbey included in 
the central panel of his altar. 44 Perhaps we witness a visual 
realisation of Cipriano's meditative thought process as he imagines 
himself at the feet of the gigantic and iconic Virgin. The protagonists 
of both paintings are also endowed with inner lives. Two of the 
Praglia saints hold their texts open while others are deep in thought. 
This trait may also have its roots in Ludovico Barbo's teachings of 
meditation. 
These elements form an important part of the manuscript campaigns 
of the period and analogous concerns are apparent in other works 
commissioned by the Congregation. Most directly, Mantegna's 
altarpiece for the chapel of St. Luke, commissioned in 1453 to 
42De Nicolö Salmazo (1984); Limentani Virdis (1984). 
43Mariani Canova (1984). Commenting on the appearance of these narratives she 
says, "sono raffigurati con una piacevolezza e richezza d'immagini da far pensare ad 
una programmatica volontä di stimolare e rendere gratificante la preghiera". On the 
importance of Barbo's Modus meditandi et orandi, written in 1444 see Cooper (1990), 
p. 32; Leclercq (1984). 
44Mariani Canova (1985), identifies another portrait of Cipriano in a copy of 
Ludovico Barbo's text, De initiis in the Staatliche Museen of Berlin (78. C. 21). In 1984 
she was less certain of her identification, Mariani Canova (1984). 
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accompany the Storlato frescoes suggests that the Benedictine patrons 
made similar demands upon its author (P1.106). Presented with the 
challenge of creating an altar with a very similar iconographic 
programme to the Praglia prototype, Mantegna could not pass up the 
opportunity to update its ideas. Once again Mantegna's protagonists 
are involved in the act of meditation. Mantegna reused the motif of 
the open book but his saints are more intent upon the texts (St. 
Benedict) or their meaning (St. Felicita) than the Vivarini partners 
were ever able to suggest. Similarly, Mantegna cribbed the basic 
construction of the Praglia Madonna's throne and the idea of using 
continuous architectural elements to unify the picture field but 
updated them by applying an exact one point perspective construction 
and a more classical vocabulary. 45 
During their Paduan period then, the Vivarini partners operated in 
much the same way as they had at Venice. The Praglia polyptych 
commission demonstrates that they began to cultivate new circles of 
influential Paduan patricians such as the Lion clan and at the same 
time exploited their established ties with less parochial organisations 
such as the Observant Benedictines. 46 Their final documented 
commission from these years, the Ovetari chapel project similarly 
made use of both established and fresh contacts. 
45The two altarpieces are also compared by Salmazo (1993), pp. 65 - 66; Humfrey 
(1990a), pp. 33 - 37. In his comparison of the two altarpieces Humfrey recognises many 
of the same similarities. These suggested to him that Mantegna's patrons might even 
have indicated the Praglia work as a model. It should be noted that Humfrey 
associates the appearance of books within the St. Luke altarpiece, with the general 
studious activities of the Benedictines rather than with the specific teachings of 
Ludovico Barbo. Moreover, he does not detect a similar interest in study within the 
Praglia polyptych. 
46The contacts between the abbey at Praglia and its neighbour, the Augustinian 
monastery at Monte Ortone might also have suggested the Vivarini partners to 
Cipriano. Monte Ortone, joined with the Congregation of Lecceto from December 1422, 
must have had close ties with the major Augustinian house at Venice, S. Stefano, 
which already housed two Vivarini altarpieces. For the relations between Praglia 
and Monte Ortone see Carpanese (1985); Walsh (1972), pp. 235 - 262. 
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The Ovetari Chapel - Church of the Eremitani (1448 - 50) 
The Vivarini partners participated in the decoration of the Ovetari 
chapel for a period of approximately two years. Lamentably, their 
completed work there was destroyed during World War II and its 
appearance is known today only from a series of black and white 
photographs. Their contribution apparently consisted of fresco 
paintings covering the main vault of the chapel. The vault scheme 
incorporated the Four Evangelists flanked by nude angels, enclosed 
within exuberant acanthus borders (Pls. 24 - 26). 47 However, extant 
documents reveal that the vault frescoes represent only a fraction of 
the work initially commissioned from the partners. In fact, the 
finished chapel differed markedly from the original intentions of its 
patron. 
Due to these unusual circumstances a brief summary of the 
complicated history of the chapel's decoration forms a valuable 
preamble to any discussion of the work of the Vivarini partners 
towards this project. 48 The Ovetari chapel in the church of the 
Eremitani in Padua had been in the possession of the Ovetari family 
since the early 1370s. 49 Despite their ancient ownership of the chapel, 
the Ovetari clan were apparently unconcerned with its decoration 
until Antonio, the head of the family and the grandson of the 
47For the attributional history of the vault see Shaw (1994), Cat. 7, pp. 237 - 38, to 
which should be added the comments of De Marchi (1996a), esp. p. 60, n. 15; idem. 
(1996b). All modern scholars agree that Giovanni alone worked on the vault until his 
death in 1450 and that work there was completed by an assistant. For more details 
see below. 
48The most detailed summary of the basic course of events is given by Lightbown 
(1986), Cat. 1, pp. 387 - 400. 
49For the foundation and early history of the chapel see Shaw (1994), pp. 2- 23. 
Shaw also provides the most recent review of the extensive critical literature 
dedicated to the Ovetari chapel project. Most of these writings have been concerned 
with the work of Mantegna within the chapel or with questions of attribution and 
style; only the most recent scholars have given any significant consideration to issues 
of patronage within the chapel and only Shaw has related this information to the 
employment of the Vivarini partners. For these reasons much of the literature 
remains outside the scope of the present study. 
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chapel's first Ovetari owner, turned his attention to the project in the 
late 1430s. 50 Antonio's three wills (1438,1441,1443) and several 
additional codicils made financial provision for the embellishment of 
the chapel and outlined the basic iconography of its decorative 
programme. 51 However, the same documents repeatedly specified 
that nothing should be done towards the decoration until after 
Antonio's own death. Therefore, although Antonio can be considered 
the instigator, or donor, of the project, he took no responsibility for 
the recruitment of artists or the appearance of the chapel beyond the 
vague selection of its subject matter. 
Following Antonio Ovetari's death in the winter of 1447-48, measures 
were undertaken to decorate his family's chapel as required by the 
terms of his will. Two teams of artists were quickly recruited and the 
work to be done was divided between them; the Vivarini partners 
were to work alongside Nicolb Pizolo and Andrea Mantegna and the 
chapel was to be completed by the end of December 1450. However, 
work progressed slowly and by the time of Giovanni d'Alemagna's 
death in the spring of 1450 only a fraction of the wall space had been 
covered. With the subsequent departure of Antonio Vivarini and the 
murder of Pizolo three years later plans had to change dramatically. 52 
Mantegna took over the responsibilities of his dead partner and the 
share originally designated to the Vivarini shop was divided between 
a number of other painters. Rarely can the intentions underlying a 
project have been so different from the end results. 
50Shaw (1994), pp. 20 - 23. Antonio had been responsible for the embellishment of the 
chapel since the death of his elder brother, Niccolb, between 1427 and 1433. His first 
recorded measures in relation to this project are stipulations of his first will of 18 
April 1438, for which see Shaw (1994), Doc. 3. 
51For the three wills and seven codicils see Shaw (1994), p. 19, n. 38. 
52Giovanni died sometime between 23 July 1449, the date on which he received a 
payment of twenty ducats, and 9 June 1450, the date of the estimate following 
Antonio's departure from the project. Pizolo was assassinated sometime between May 
and November 1453. Antonio received a final payment of ten ducats on 27 November 
1451. According to Shaw (1994), pp. 119 - 128, this date does not refer to that on which 
the vault was finished but rather the day on which Antonio returned to Padua to 
collect his scaffolding. 
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As a consequence of these changes, the surviving documentation for 
the Ovetari project provides our clearest guide to both the intended 
appearance of the chapel and to the prestige enjoyed by the Vivarini 
workshop in the late 1440s. 53 The contracts negotiated for the 
decoration of the Ovetari chapel were signed on 16 May 1448. Two 
teams, each comprising two artists, were recruited in order to provide 
all the necessary decorations in the chapel; the contracts are specific in 
regard to the parts of the decoration allocated to each team. According 
to this agreement the Vivarini partners were to embellish the right 
wall of the chapel with scenes from the life of St. Christopher, the 
main cross vault showing the four Evangelists and also the entire 
entrance arch with figures of saints and the stories of the Passion. 
Their rivals, Nicole Pizolo and Andrea Mantegna, were to paint a 
slightly smaller area of wall space - the left wall depicting the life of 
St. James Major, the tribune vault with standing saints, and the back 
wall of the tribune with an Assumption of the Virgin - and they were 
also responsible for the execution of the sculptural altarpiece. It is 
notable from these contracts that the Vivarini partners were 
entrusted with the most prestigious, the most visible and the most 
challenging parts of the fresco scheme; the right wall and entrance 
arch were the only parts of the decoration visible from the nave of 
the church - in contrast the left wall and tribune space were difficult 
to see without entering the chapel itself. Moreover, Pizolo and 
Mantegna were directed towards specific visual models for their parts 
of the decoration, while their Venetian counterparts were left to their 
own devices; on the one hand, there are no known precedents for a 
St. Christopher cycle and on the other, in regard to the decoration of 
the entrance arch, the contract specified that they were given free rein 
to "make a decoration honourable in the judgement of good men". 54 
Furthermore, the Venetians were the first artists to be recruited to the 
project and thus they probably represent the first choice of the 
project's patron. 
The high regard in which the Vivarini partners were held at this 
time is also reflected by the substantial sums involved in the Ovetari 
53The Ovetari documents are the only certain body of documentation which refers to 
the Vivarini partners. 
54Following the transcription given by Shaw (1994), Doc 7. 
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project; each team was to receive three hundred and fifty ducats in 
total, fifty ducats of which were given as an advance payment. 55 This 
level of payment compares favourably with those for similar projects. 
In 1437 Giovanni Storlato was to receive two hundred ducats for his 
work at S. Giustina and Giovanni da Ulma was paid only one 
hundred and fifty for decorating the S. Massimo chapel. 56 Although 
the funds behind the commission probably had more to do with the 
flamboyance of the patron than to the demands of the artists, the 
rewards on offer must have attracted a large number of hopeful 
applicants. Indeed several painters registered in the Paduan painters' 
guild at the time of the commission must have been capable of 
carrying out the work 57 
In light of the range of options open to Ovetari's executors for this 
commission it is important to enquire why the Vivarini partners 
were selected for the task. Any attempt to do so must first identify the 
real patron of the commission, that is, the person responsible for 
overseeing the decoration on Ovetari's behalf. Antonio Ovetari made 
plans for the decoration of his family chapel as early as 1438 in his 
testament of that year. Arrangements were finalised and slightly 
adapted in his final will of 1443 and it is this document which forms 
the most secure basis for a discussion of his intentions. In particular, 
the document outlined his final choice of representatives to be in 
charge of his estate. These eight testators were drawn from his close 
family and friends. Most numerous were the relations of his wife, 
Imperatrice; together with her immediate family - her brothers 
Antonio and Francesco Forzate - another branch of the same family 
were represented by Gianfrancesco Capodilista and his son, 
550n Monday 15 July 1448, Antonio accepted the fifty ducat advance on behalf of both 
partners. See Shaw (1994), Doc. 7. 
56See above, Ch. 4. Shaw (1994), p. 158, n. 4, similarly compares the Ovetari budget 
with those at S. Giustina and at the S. Massimo chapel. In addition he notes that the 
founder of the Gattamelata chapel in the Santo, founded in 1457, only provided three 
hundred ducats for its decoration. 
57The painters registered in the Paduan painters' guild in these years are listed by 
Urzi (1932); idem. (1936). 
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Francesco. 58 The group was completed by Ovetari's sister, Guglielma, 
and by two of his associates, Francesco San Lazaro and Alexander 
Marcello. The division of responsibility was apparently dictated by 
Ovetari before his death; each member was allocated a precise 
function in accordance with their individual abilities. According to 
the analysis of Keith Shaw, Ovetari recruited Francesco Capodilista 
specifically in order to oversee the chapel commission. The 
documents verify that Francesco had a hands-on role in the project at 
every stage until being relieved of responsibility mid-way through 
1450; he oversaw the contractual agreements and he was in charge of 
allocating funds to the painters involved. 59 However, at least in the 
initial stages, his actions seem to have been guided by another of 
Ovetari's executors, Francesco's own father, Gianfrancesco. In fact, 
from the very beginning, when Francesco first witnessed the signing 
of the contracts, the documents state that he did so on his father's 
behalf: 
Then and there, the most excellent doctor of both laws lord 
Francesco Capodilista in the name of the respected knight 
and most excellent doctor of both laws lord Gianfrancesco, 
his father, for whom he promised with his authorisation 
and ratification both to do and effectively oversee etc. 60 
58The two families were descended from the same ancestor and shared the same coat 
of arms -a stag rampant gules with rose. Lightbown (1986), p. 32,389, speculated that 
Gianfrancesco Capodilista was Imperatrice's brother. This suggestion is questioned 
but not contradicted by Shaw (1994), p. 14, n. 27. 
59Particularly illustrative of Francesco's involvement are his close contacts with the 
other witnesses of the Ovetari contracts, as highlighted by Shaw (1994), p. 35, n. 9. 
Shaw further speculates that Francesco had a hand in determining the iconography 
of the chapel. See Shaw's discussion of the scenes of the Trail and Execution of St. 
James and the Beheading of St. Christopher, p. 49,53 respectively. Shaw, p. 56, even 
goes so far as to state that, "Capodilista intended the chapel to be a public 
demonstration of his intellectual interests". Francesco San Lazaro also witnessed the 
contracts, probably as a representative of Imperatrice's interests. Shaw, p. 30, 
dismisses any substantial role for San Lazara, referring to him as "a figurehead, 
symbolising the interests of the Ovetari name". 
60Translation by Shaw (1994), p. 30. 
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Shaw conveniently excuses the wording of the document by 
characterising it in terms of formulaic phrases of respect for the 
senior member of the clan. 61 However, although there is significant 
evidence to demonstrate Francesco's intimate involvement in the 
project, it would be unwise to remove the figure of his father from 
the proceedings altogether. 
In particular it might be more sensible to credit Gianfrancesco rather 
than his son with the selection of the Vivarini partners; 
Gianfrancesco can be intimately connected with a number of their 
other patrons and he was a noted participant in cultural trends of 
which their paintings were a part. The Capodilista were among the 
most ancient and renowned clans of Padua and had long enjoyed 
high office. As head of the family, Gianfrancesco enjoyed unusual 
prestige. In 1404 he was made doctor in both civil and canon law, and 
from this year onwards he taught at the Paduan studio for more than 
forty years. 62 He was also closely involved with matters of Paduan 
and Venetian diplomacy, serving as Venetian ambassador on a 
number of occasions; in peace negotiations with the duke of Milan 
(1434), at the Council of Basel as mediator between Pope Eugenius IV 
and Emperor Sigismond (1434-35). 63 During this last office the 
Emperor granted him the title of count palatine, allowing him to 
adopt the imperial arms and granting him a number of notable 
61Shaw (1994), p. 29, Doc. 7. The influential role given to Gianfrancesco in this paper, 
goes against Shaw's interpretation of events. He considers it probable that 
Gianfrancesco, "was named executor out of respect, rather than in the hope that he 
would actively participate in the affairs of the deceased", p. 26, n. 53. In this he 
follows Lightbown (1986), p. 32 who thought that Gianfrancesco was prevented from 
taking responsibility for the project due to old age. In contrast, Shaw emphasises 
Francesco's suitability for taking charge of the project by mentioning his other 
cultural interests. However, as discussed below, Francesco cannot be as closely linked 
as his father with the cultural milieu of the Vivarini partners. 
62Gianfrancesco's biography is given by Salmi & Blason Berton (1972), pp. 40 - 45; 
Tocci (1975). 
63The decree which records the appointment of Gianfrancesco to this latter role is 
dated 29 September 1434 (ASV. Senato Secreta. XIII. c. 9v). He was back in Padua by 
December of the following year. 
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privileges. 64 In terms of his social standing therefore, Capodilista 
enjoyed equal status to other patrons of the Vivarini shop, such as 
Giovanni Cornaro and Marco Dandolo. 
More significantly, Gianfrancesco's time at Basel, where he was 
exposed to transalpine culture, had a profound effect upon his artistic 
and humanist leanings. Records from Basel demonstrate 
Gianfrancesco's associations with northern European familiares; in 
February 1435 he appointed Antonio da Bruges as Imperial notary 
and the following year he had dealings with Enrico Cruner, notary of 
Utrecht. Gianfrancesco's admiration for transalpine culture extended 
to his artistic commissions. His experience at Basel spawned at least 
two commissions from northern illuminators. The first, a lavishly 
illustrated manuscript version of his family history, contains twenty 
six full page illustrations and twenty four half-length miniatures 
depicting prestigious family members (P1.107). 65 The second, a work 
by the same artist, is a single page diploma, certifying the knighthood 
granted by Gianfrancesco to his secretary at Basel, Manfredo del 
Cortivo (P1.108). 66 Recent commentators recognise in Gianfrancesco's 
activities an impetus towards northern art which was common 
within Paduan humanist circles in the mid-1430s. 
The chief exponent of this cultural trend was the bishop of Padua, 
Pietro Donato, whose patronage we have already had reason to 
examine. Both Mario Salmi and Mariani Canova have remarked 
upon the similar bibliophile tendencies which drove these two 
men. 67 Salmi even speculated that Pietro's initiatives at Basel 
inspired the work of his secular contemporary. Gianfrancesco's 
commissions certainly find their closest parallels among manuscripts 
illustrated by Peronet Lamy for Pietro Donato. 68 The two men must 
have been well acquainted. Gianfrancesco was already a teacher at the 
TMHis privileges allowed him to confer nobility, to create imperial doctors, judges 
and notaries and to legitimise bastards. 
65Salmi & Blason Berton (1972). The volume comprises a facsimile of the manuscript, 
together with a discursive introduction. 
66For the diploma, BP 1641 / VII see Blason Berton (1971). 
67Salmi & Blason Berton (1972), pp. 40 - 45; Mariani Canova (1989). 
68See above, Ch. 4. 
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studio during the years of Pietro's attendance there - they were both 
close to Francesco Zabarella, the first as his colleague, the second as 
his pupil. Furthermore, they must have associated closely at Basel; 
Pietro was president of the Council during Gianfrancesco's term there 
and the latter made use of at least one official in the employ of the 
Paduan curia. 69 Moreover, Pietro's extended family were intricately 
connected with Gianfrancesco's offices for the Venetian Senate - he 
was despatched to Basel in the party of Andrea Donato, Pietro's 
nephew, and in 1436 he was sent to Florence to mediate with 
Eugenius IV together with Ermolao Donato. 70 During the 1440s, the 
circles shared by the two men are again demonstrably close. In 
particular they were often in the company of members of the Tuscan 
colony at Padua. For example, at the graduation of Marco Donato, in 
1443, Gianfrancesco accompanied Paolo d'Arezzo and Giovanni da 
Prato, Tuscan professors tied to the Paduan studio. 7' The preceding 
year, on a similar occasion he is found in the company of Palla 
Strozzi, a noted friend of Pietro. 
Given his associations and tastes, it should come as no surprise to 
find Gianfrancesco opting to employ the Vivarini partners for his 
own project; they satisfied his aesthetic criteria and they came highly 
recommended. Moreover, given his regular contact with members of 
the Donato clan it is curious that the Ovetari chapel owed certain 
aspects of its conception to two earlier projects under the control of 
the Donato family; the S. Massimo chapel of the episcopal palace in 
Padua, and the S. Tarasio chapel at S. Zaccaria. 
There is some considerable evidence to suggest that Gianfrancesco's 
vision of the chapel was influenced by the earlier commission of 
Pietro at the bishop's residence in Padua. Gianfrancesco recruited the 
same artist and apparently made demands upon him in light of the 
69Salmi & Blason Berton (1972), p. 67, n. 5, note that Pietro Benedetto, a notary who 
recorded many of Gianfrancesco's acts at Basel, was, strictly speaking, under the 
employ of the bishop. 
7OFor the problems of identifying this figure see above, Ch. 4. 
71Marco Donato was Pietro's nephew. He must have been quite close to the bishop 
since Pietro's testament of 1445 lists a number of his books which were in Marco's 
possession. See Sambin (1959), esp. p. 62. 
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earlier scheme. Through stipulations in the 1448 contract 
Gianfrancesco aimed to capitalise upon the successful details of 
Giovanni's work for Pietro and to avoid elements with which he was 
less impressed. For example, Giovanni's work in the vault was to be, 
"painted in the finest German blue with the four Evangelists in the 
vertex of the cross vault, solemnly embellishing the mouldings of the 
said cross vault which are of lapide vivo". 72 Other documents reveal 
that the vault was also to be decorated with gold stars. This work 
must have been close to that in the S. Massimo chapel, described by 
Savonarola as containing, "glorious figures" and being, "ornamented 
with gold and sumptuous colours so that human eyes are quite 
delighted". 73 On the other hand, the contract was equally quick to 
insist that his work at the Ovetari chapel was to be executed, "in 
fresco and not in oil" - this latter demand may also have been made 
in respect of the S. Massimo chapel which had been carried out in the 
oil medium. 74 Moreover, this earlier scheme would explain why the 
Vivarini partners, whose reputation must primarily have rested 
upon their works on panel, were considered for a fresco project. 75 
As with the Praglia polyptych, however, it is highly likely that 
Gianfrancesco's selection of the Vivarini shop was influenced by the 
timely arrival of a panel work by the shop in Padua. In fact, the 
Nativity polyptych was probably the work which first attracted 
Gianfrancesco's attention. It can be no coincidence that the patron of 
the earlier work, Checco Lion, was married to Gianfrancesco's 
daughter, Polissena. 76 That the two families also shared a common 
72Translation from Shaw (1994), Doc 7. 
73Savonarola (1902), p46 - 47. 
74Testi (1909), II, p. 362, n. 7, suggested that initially Giovanni had proposed to paint 
the chapel in oil. Rigoni (1970), p. 53, was the first to note this correspondence 
between the two projects. Shaw (1994), p. 62, n. 8, also raises the possibility that the 
clause was connected to Giovanni's earlier Paduan work. 
75Shaw (1994), p. 65, n. 13, assumed that the Vivarini partners were not trained to 
work in the fresco medium and employed a Master Rigo Tedesco to work for them. 
Shaw's analysis does not take into account the surviving frescos in the S. Tarasio 
Chapel at S. Zaccaria, for which see above Ch. 4. 
76Alternatively, the Vivarini partners might have been recruited following the 
suggestions of the Augustinian Hermits at the Eremitani. The partners had already 
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culture is demonstrated by Gianfrancesco's own admission that his 
history of the Capodilista clan depended in part upon texts found in 
the library of Paolo da Lion, Checco's father. 77 
Older ideas concerning the reasons for the Vivarini partner's 
selection at the Ovetari chapel should be reviewed in light of the 
close association between Gianfrancesco Capodilista and the Vivarini 
shop outlined here. Several hypotheses were formed under the 
assumption that the chapel was intended to act almost as an 
advertisement for the modern Paduan style of Mantegna and Pizolo. 
In this light it was thought that the Vivarini partners were employed 
simply to make up the numbers. Fiocco's hypothesis that Ovetari's 
executors aimed to establish a contrast between the old style and the 
new became the classic expression of this view. 78 More modern 
scholarship has also been affected by this approach. The Paduans are 
commonly thought to have won the contract through contacts with 
their humanist patrons, based upon their shared interests and 
all'antica style. 79 However, both of these ideas fail to take account of 
the gap between the 1448 intentions of the patrons and the 1457 
product. Somewhat ironically it would appear that the Vivarini 
partners were actually the informed choice of the older generation of 
completed two commissions within the brother church of the Order at Venice. Such 
family connections might also have attracted Gianfrancesco and Francesco to the 
work of Pizolo and Giovanni da Pisa. Shaw (1994), p. 46, n. 32, notes that Francesco's 
cousin, Gianfederico, was involved in the payment of these artists at the Santo and 
speculates that he recommended them to Francesco. 
77Gianfrancesco carefully cites all his sources. Among them he mentions, "Gli annali 
di uno de' Radici" and "Un libro autentico del secundo consiglio Padovano", both 
belonging to Paolo da Lion. See Salmi & Blason Berton (1972), pp. 72 - 73. 
Gianfrancesco also mentions manuscripts borrowed from the Ovetari brothers, from 
Paolo Dotti and from the Venetian convent of S. Zaccaria. 
78Fiocco (1927), ed. 1959, p. 22. 
79Chambers, Martineau & Signorini (1992); De Nicolb Salmazo (1993), p. 33; 
Callegari (1997b) suggests that Mantegna might have won his first major connection, 
the S. Sofia altar of 1448, through his personal familiarity with the patrons. 
263 
Paduan humanists. No one could have predicted Mantegna's 
performance at the Ovetari chapel. 80 
The employment of the Vivarini partners at the Eremitani was 
probably governed by more practical considerations such as the quick 
pace of their work and the prestige associated with the work of 
imported talent. 81 The previous experience of the Venetians 
alongside Andrea del Castagno at the S. Tarasio chapel might also 
have been an important factor in their favour. It has often been 
observed that Castagno's Venetian work influenced the Ovetari 
painters. 82 Shaw even suggests that their employer deliberately 
guided them towards this model. If so it would have been hard to 
resist the services of the Vivarini partners who might even have 
supervised Castagno's work there. 83 
In fact, our clearest guides to the expectations of the chapel's patrons 
are the 1448 contracts. The contracts specify that the artists are to 
follow Trecento practices - the Venetians are instructed to use only 
the best ultramarine blue for the draperies of their figures, "as was 
done in the chapel of the Baptistry of Padua" - and to follow 
Trecentesque precedents for their designs; on the entrance arch are to 
be painted, "several figures corresponding to the cappella maggiore", 
indicating the frescoes of Guariento in the near-by high chapel of the 
Eremitani. 84 Although this part of the scheme was never carried out, 
80It might be more sensible to consider the Venetians as the choice of Gianfrancesco 
and the Paduans as having been selected by Francesco. Rather than being a deliberate 
attempt to match old and new styles side by side, the sponsoring of two apparently 
divergent styles in one place might have been the result of divisions among the 
patrons. 
81These last two suggestions are made by Shaw (1994), pp. 59 - 72. 
82For example, the standing figures of the tribune vault depend upon Castagno's 
saints. The putti festoon motif and the rib decoration in the main vault might also 
have been inspired by Castagno's work. Francesco Capodilista possibly had the 
opportunity to view the chapel in 1444 whilst serving as Paduan ambassador to 
Venice. His father had earlier had the opportunity to inspect their library, for 
which see above. 
83For this suggestion see Muraro (1959); ibid. (1961); above Ch. 5. 
84Shaw (1994), Doc 7. 
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similar Trecento models appear to have directed other elements of 
the decoration, possibly at the patron's instigation. 85 For example, the 
cross vault adopts the same general programme as the vault of the 
high chapel and the Evangelists reflect the St. Jerome tondo from the 
vault of the Lupi chapel in the Santo by Altichiero (P1.109). Quite 
sensibly Altichiero's St. James cycle in this same location also 
influenced the narratives on the left wall of the Ovetari chapel. 86 In 
contrast the St. Christopher cycle posed a greater problem for artists 
and patron alike, since, as far as is known, there were no readily 
available precedents for these narratives. Despite this it might still be 
possible to gain a sense of the Vivarini partners original (though 
never executed) designs for the scheme through other works. 
That such a re-evocation might be possible derives from an idea first 
suggested by Hans Tietze that two drawings representing scenes from 
the life of St. Christopher (St. Christopher in Samos, the Arrest of St. 
Christopher) (Pis. 110,111) might be associated with the Ovetari 
chapel. 87 Tietze's suggestion that the drawings were executed by a 
follower of Squarcione as part of a bid to win a share in the Ovetari 
commission after the departure of Antonio in 1450 has been widely 
accepted. Less attention has been given to the further observation of 
Tietze that the drawings resemble a series of four panels depicting 
scenes from the life of St. Apollonia, commonly associated with 
Antonio Vivarini (Pis. 112 - 115). These panels have no known 
provenance and cannot be dated with any certainty. 88 In fact a direct 
85Shaw (1994), pp. 41 - 42, speculated that, "Capodilista perhaps hoped to invite a 
direct comparison between one of Padua's former triumphs of mural decoration and 
the Ovetari chapel, modernised under his directorship". 
86For an extended discussion of the use made of these Trecento sources see Shaw 
(1994), pp. 40 - 58. 
87Tietze (1942). The two drawings are both in the collection of the British Museum. 
See also Chapman (1998), pp. 47 - 50, Cat. 5,6. The drawings have recently been 
tentatively attributed to Bono da Ferrara by De Marchi (1996b), n. 64. 
88The St. Apollonia panels were probably originally mounted either side of a central 
figure of the saint and together formed an altarpiece dedicated to her. To date, two 
Venetian confraternities dedicated to St. Apollonia have been traced but the 
altarpiece cannot be linked to either of them with any certainty. The first was that 
of the Arte dei Linaroli (linen-weavers) at SS. Filippo e Giacomo (also called SS. 
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attribution to Vivarini himself is often resisted since the narratives 
both display a greater sense of animation than is usual and make use 
of pseudo-classical elements which are not present in his other 
known works. 89 A more careful inspection of these panels however, 
indicates that they might easily have been produced by the Vivarini 
partners during their time in Padua in the late 1440s. In order to 
demonstrate this the St. Apollonia narratives will be set within the 
context of this era and will be compared to a number of mid-fifteenth 
century Paduan sources. 
Events at Padua during the 1440s had profound implications for the 
city's artistic community. Of primary importance for the 
transformation in Paduan art at this time was the presence there of 
Donatello and the ideas which disseminated from his workshop close 
to the Santo. It is difficult to assertain exactly which works by 
Filippo, Giacomo e Apollonia), a Benedictine monastery. Ridolfi (1648), ed. 1914, I, 
pp. 142 - 144; Sansovino (1581), ed. 1663, p. 48; Boschini (1674), Sestier di Castello, p 
25, record a painting depicting St. Apollonia having her teeth pulled out, by Alvise 
Benefatto del Friso. Martinioni and Boschini also identified another painting by 
Sante Peranda showing St. Apollonia Praying in Flames, though Ridolfi records the 
subject as the Martyrdom of Sant'Agnese. This painting was transferred to S. Maria 
degli Angeli di Murano following the suppression of SS. Filippo e Giacomo in the 
early nineteenth century. Zanetti (1771), p. 482, further records a Martyrdom of St. 
Isadore by Pietro Gradici which might actually have represented St. Apollonia 
being dragged to her death by a horse. For SS. Filippo e Giacomo see Zorzi (1984), pp. 
330 - 331. The second was a confraternity dedicated to the saint recorded in the church 
of S. Giovanni in Oleo in the apostolic visitation conducted by Pietro La Fontaine 
during the First World War. I am unsure of the existence of the confraternity prior to 
this date. Due to the particularly Paduan characteristics of the panels (see below) it 
might be more productive to search for evidence of the altar's origins in that city. As 
indicated by Bisogni (1975), the known provenance of the panels also point to a 
Paduan origin. Only three scholars assigned a date to this series; Pallucchini (1962), 
p. 28 and Longhi (1946), p. 50 agreed on the 1440s but Delaney (1978), assuming they 
depended on the sketchbooks of Jacopo Bellini, dated them to the late 1450s. 
89For a summary of critical opinion see Pallucchini (1962), Cat. nos. 23 - 26; Shapley 
(1979), No. 118, pp. 537 - 38. An attribution to Giovanni d'Alemagna as suggested by 
Zeri (1971) and tentatively supported by Bisogni (1975) and Shapley (1979) is worthy 
of serious consideration. 
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Donatello were visible in Padua when the Vivarini partners signed 
the Ovetari contract in May 1448. None of the three large-scale 
documented projects were yet in place; the Santo Crucifixion was 
only proclaimed ready for gilding in January 1449, the Santo 
altarpiece and the Gattamelata monument were completed only after 
the sculptor left Padua in 1453.90 Nevertheless Donatello's designs 
and ideas must already have achieved a wide circulation among both 
patrons and artists by the late 40s. Not only are a number of smaller 
sculptures attributed to this period of Donatello's activity, but also less 
finished models and drawings from his hand were probably eagerly 
collected for use in Paduan workshops such as that of Francesco 
Squarcione. 91 These examples presented Paduan artists with a range 
of compositional formulae and techniques as well as a ready-made 
language of all'antica forms, both authentic and imaginary. 
Mantegna's work at the Ovetari chapel provides a clear sense of the 
atmosphere at Padua in the late 1440s and of the most influential 
artistic sources of the period. The research of Martha Levine 
Dunkelman has revealed the extent to which Mantegna's early 
narratives depended upon the models of Donatello (Pls. 116 - 119). 92 In 
particular she discerns a development in the nature of Mantegna's 
attention to Donatello's work; she characterises his initial use of 
details taken from the Santo reliefs and a later period in which 
compositional ideas were adapted from a wider range of Donatello's 
models. In the late 1440s and early 50s, as evidenced by the St. James 
lunette, Mantegna drew, "directly upon Donatello for the type of 
enlivening subsidiary figures that are a unique character of the 
sculptor's reliefs". 93 For this short period, she concludes, the Santo 
reliefs were the most direct source of Donatello's influence in Padua. 
90A recent account of the chronology of these three works is given by Pope-Hennessy 
(1996), pp. 356 - 358. Pope-Hennessy notes that the Santo altar was not fully installed 
by 1454 and was completed only in 1477. The precise date of erection of the 
Gattamelata monument is not known. 
91As observed by Pope-Hennessy (1993), p. 249, it would be strange if the prolific 
output which characterises the rest of Donatello's career was not maintained in his 
years at Padua. 
92Dunkelman (1980). 
93D, unkelman (1980), p. 235. 
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Dunkelman's findings are supported by the closeness in chronology 
of the Santo altar and the Ovetari chapel decoration. Evidence 
suggests that Donatello was quite protective of his designs and 
attempted to limit their circulation prior to the final installation of 
his work. For example in 1451, during a legal dispute over designs for 
a commission from a Venetian confraternity, Donatello is said to 
have been reluctant to display his model for the project in Venice for 
fear that it would be seen and copied by Venetian artists. 94 His 
apprehension might have been prompted by recent events at Padua. 
The Santo documents clearly demonstrate that a provisional version 
of the high altarpiece was erected in the Santo on St. Anthony's day, 
June 13,1448 for the benefit of the foreign pilgrims who flocked there. 
Most of Donatello's bronze elements for the altar were cast by this 
time and were on display within a temporary wooden framework. 
The altar had probably been dismantled again by 1 July since on this 
date the documents testify that Donatello was involved in 
completing, that is chasing and gilding, the Miracle reliefs. 95 The two 
week period during which the altar was on display, some two years 
before it was permanently installed, probably witnessed a frenzy of 
artistic activity at the Santo during which local artists took the 
opportunity to study the innovative designs of the Tuscan sculptor. 
A second series of narrative reliefs, predating those of the Santo altar, 
formed another important source of donatellesque ideas for artists in 
Padua, in particular for those at work in the Ovetari chapel. The so 
called Forzori altar was available to Paduan artists at least from 1446- 
47 (P1.120). The sculpture consists of two terracotta reliefs and a partial 
predella from a complex which seems to have been originally 
tripartite in form. The surviving narratives depicting the Flagellation 
and Crucifixion of Christ were probably once accompanied by a third 
scene of the Entombment or the Resurrection. 
A short digression concerning the attribution and dating of this 
altarpiece is necessary in order to illustrate its apparent significance 
for Paduan art of this period. Prior to 1989 Horst Janson's analysis of 
the Forzori altar was widely followed. According to Janson the reliefs 
94For further details of this dispute see Pope-Hennessy (1993), pp. 244 - 45. 
95The documents and analysis are given by Janson (1963), pp. 162 -187. 
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were made by an imitator of Donatello and he saw in them pale 
reflections of Donatello's own Santo altar. 96 Following their recent 
restoration, however, the reliefs were re-evaluated by Anthony 
Radcliffe. 97 In his paper Radcliffe convincingly demonstrates that the 
shortcomings detected by Janson were the result of an experimental 
stage in Donatello's career directly preceding his creation of the Santo 
reliefs. Elements of the altar were copied by Giorgio da Sebenico in his 
Arca of St. Ranerius made for the church of St. Benedict in Split 
between 1444 and 1448.98 Giorgio probably saw a version of the 
Forzori reliefs on the occasion of his return to north Italy in 1446-47. 
Similarly a drawing of the Flagellation of Christ in the Uffizi, perhaps 
the work of Giovanni Bellini, depends upon the Forzori altar for 
several of its figures. Therefore the Forzori reliefs were available in 
north Italy in some form prior to 1447. Radcliffe suggests that the wax 
models from which the surviving terracotta reliefs were made were 
available in Donatello's Paduan workshop. 99 Alternatively, it is 
possible that the same design was known through a now lost 
altarpiece, of which the terracotta reliefs formed a preliminary 
stage. loo 
96janson (1963), pp. 244 - 246; Pope-Hennessy & Lightbown (1964), pp. 86-90. White 
(1987), pp. 164 - 65, attributed the work to Donatello himself but retained the late 
dating suggested by Janson. 
97Radcliffe (1989). 
98These similarities were first noted by H. Folnesics - 'Niccolb Fiorentino, ein 
unbekannter Donatelloschüler', Monatshefte für Kunstwissenschaft, 8,1919, p. 191, as 
noted by Radcliffe (1989), p. 207, and De Marchi (1996a), pp. 67 - 68. 
99Radcliffe's findings suggest that a, "potent reservoir of sculptural designs" relating 
to Donatello, Ghiberti, Luca della Robbia and to the works of antiquity, was 
available in Donatello's Paduan workshop from the mid-1440s. See Radcliffe (1989), 
p. 208. This supposition would explain Mantegna's knowledge of Donatello's San 
Lorenzo reliefs in the early 1450s as detected by Dunkelman (1980). This idea merits 
further investigation. 
100Nothing is known for certain regarding the project with which the Forzori reliefs 
are connected. It is generally presumed that the reliefs were constructed as a rough 
model for a more finished altarpiece, either of bronze or terracotta. The clearest 
indication of its provenance is the partial coat of arms preserved in the predella. 
Prior to restoration work of 1989, which removed all later additions, the coat of arms 
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This new evaluation identifies the Forzori altar as the first work by 
Donatello, or his shop, which was certainly available to north Italian 
artists. Given this credential it might be worthwhile to consider the 
impact which the sculpture had on Paduan artists before mid-century, 
particularly in respect to the conclusions of Dunkelman. In relation 
to the scene of St. James and the Demons by Mantegna (P1.121), 
Dunkelman indicated three specific derivations from Donatello's 
Santo reliefs; Mantegna had adopted the rear leg of a fleeing figure 
from the Miracle of the Speaking Babe, a standing figure to the right 
of his composition from the Miracle of the Irascible Son, and more 
generally mimicked Donatello's sculptural drapery style. In fact this 
early Ovetari scene has more in common with the Forzori altar. Most 
obviously both narratives make use of a high horizon line allowing 
the action to take place deep within the architectural setting. 101 
Radcliffe observed that, "before the unveiling of the Paduan [Santo] 
reliefs with their innovative system, this would have been the 
normal way in which to approach such a compositional exercise". 102 
In contrast the Santo reliefs make use of an innovative low horizon 
line thus distributing the figures across the front plane of the scene - 
similar techniques were not adopted by Mantegna until his St. James 
Led to Execution. The architectural vocabulary of St. James and the 
Demons is also indebted more to the Forzori altar than to the Santo 
reliefs. For example, the balcony from which St. James preaches 
consists of a barrel vault resting upon an entablature. The same 
design is close to the Forzori Crucifixion but is not present in the 
Santo narratives. Moreover all three details of the St. James lunette 
had been completed and consisted of a shield bearing a fesse charged with three 
stars. Of this, only the leftmost half of the fesse and two stars are original. Given the 
probable Paduan provenance of the altarpiece it is interesting to note that the arms 
are an abbreviated version of the Ovetari family - minus the three morions - perhaps 
indicated in this short-hand manner as a time saving part of the modelling process. 
101Pope-Hennessy & Lightbown (1964), p. 89, note as one of the defining features of 
the Forzori altar the way in which the figures are distributed around the periphery 
of the narratives leaving the central area void. This particular compositional 
feature was closest to the reliefs in the Old Sacristy at San Lorenzo and was not 
widely followed in Paduan narratives. 
102Radcliffe (1989), p. 207. 
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highlighted by Dunkelman can also be found in the Forzori reliefs. 
As often noted in studies of the Ovetari chapel, the style of the St. 
James lunette indicates that it was painted quite some time before the 
rest of the St. James wall. 103 Given these findings it might be possible 
to refine Dunkelman's schema of the relationship between Mantegna 
and the models of Donatello. Mantegna's earliest response to the 
Santo reliefs, as demonstrated in the St. James lunette, might coincide 
with his earliest exposure to the Santo altar - its temporary exhibition 
in mid-1448 - and his greater familiarity with the Forzori altar. 
Other elements of the St. James lunette clearly depend upon the 
Trecento precedent painted by Jacopo Avanzi in the chapel of St. 
James at the Santo (P1.122). 104 For example, the two startled figures in 
the centre of Mantegna's composition are obviously modelled on the 
two men to the far right of Avanzi's scene. Mantegna has invested 
his figures with an added feeling of nervous tension, surpassing his 
predecessor's ability to portray emotion. As noted above it is probably 
appropriate to consider Mantegna's attention to this source in light of 
Francesco Capodilista's suspected attachment to Paduan tradition. 105 
This new devotion to native fresco practice seems to have originated 
earlier in the decade. Donatello's own Santo reliefs might have been 
influenced by the lost frescoes of Stefano da Ferrara from the chapel 
of the Arca at the Santo. 106 Indeed, the tripartite compositions of his 
Santo narratives have been analysed in terms of their debt to the 
compositions of Altichiero as seen in his fresco in the Oratory of St. 
George. 107 Like Mantegna, Donatello sought to improve upon the 
103Shaw (1994), pp. 133 - 49, has even gone as far as to attribute the lunette to 
another artist, perhaps Pietro da Milano. Rather the lunette would seem to mark an 
earlier phase in Mantegna's career, before having close access to the Santo reliefs. 
104Shaw (1994), p. 46,133 - 49, demonstrates that Avanzi's model was followed and 
adapted for the whole St. James wall. 
105This is the conclusion of Shaw (1994), pp. 40 - 58. 
106The contracts with the sculptors of the new Arca specifically note that this lost 
cycle dating to the mid-Trecento contained the four scenes depicted by Donatello. For 
the Trecento fresco cycle see McHam (1994), p. 13, nn. 82 - 84. 
107Pope-Hennessy (1993), pp. 223 - 224, speculated that Donatello was required to 
take account of these indigenous sources by his patrons at the Santo. Donatello's 
compositions might also have been influenced by the illustrations of the same scenes 
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achievements of his predecessors. That the Vivarini partners also 
began to take note of Trecento works in this period is demonstrated 
both by their work in the Ovetari chapel and by the Pieta group of 
their Praglia polyptych (P1.123) which is based upon that of Giusto 
de'Menabuoi from the upper register of his altarpiece in the baptistery 
at Padua (P1.124). 
This extended discussion of the development and sources of Paduan 
narrative art in the mid-late 1440s has identified two key artistic 
impulses of the period. First of all artists were affected by the 
innovations of Donatello and his shop. Before 1450 this influence 
came from the Santo altar and the Forzori reliefs. To a lesser extent 
artists began to re-evaluate local works dating from the Trecento. In 
terms of narrative composition, these two influences brought several 
changes into effect. The fully populated architectural vistas common 
in the work of Altichiero were modernised by the adoption of the 
architectural language of Donatello. Moreover, the protagonists of 
these buildings were endowed with a new range of psychological 
emotion for dramatic purposes. As was common to both the works of 
the Trecento and of Donatello, the new narratives also paid attention 
to the inclusion of ancillary figures who served to witness and 
enliven the narrative rather than to take part in it. 
The St. Apollonia narratives can now be discussed with greater 
authority. The cycle was made up of scenes of the saint's life. The four 
extant panels dwell upon the circumstances of her martyrdom. First 
of all Apollonia is depicted destroying a pagan idol (Washington). 
Subsequently, on the orders of her pagan father, the ruler Eusebius, 
she suffers numerous tortures: her teeth are removed (Bergamo) and 
she is blinded (Bergamo), before finally being dragged to near death, 
prior to quartering (Bassano) (Pls. 112 - 115). 108 It will be recalled that 
the difficulties attached to attributing these four panels to the 
Vivarini partners concerned two basic characteristics of the works; 
made by Cristoforo Cortese to accompany the life of St. Anthony written in 1434-35 by 
Sicco Polentone. The manuscript was presented to the Santo in 1439. For the 
manuscript see also McHam (1994), p. 13, nn. 91 - 94. 
108For more detail concerning the history and location of the panels see Bisogni 
(1975). 
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firstly, their lively anecdotal quality and secondly, their use of a 
pseudo-classical architectural vocabulary. The first of these elements 
is most in evidence in the depictions of torture. For example, when 
the saint's teeth are removed, Apollonia's dentist takes-up an 
unusually ambitious pose and maintains a level of concentration 
which suggests direct study from a live model. Similarly, when St. 
Apollonia is blinded her torturer leans awkwardly over the bound 
figure and is gruesomely engaged with the task ' at hand. Such 
methods of working, particularly the practice of rethinking standard 
compositions for dramatic purposes, are not typically associated with 
the Vivarini partners. However, these achievements are lessened 
somewhat when the real source of their apparent innovation is 
discovered. In fact, the poses of both torturers almost certainly derive 
from the Forzori reliefs. The Vivarini partners modelled their dentist 
on a bystander in the foreground of the Forzori Flagellation (Pls. 125, 
126). Likewise the group in the Blinding might have been based on an 
image of St. John the Evangelist supporting the fainted Virgin, 
perhaps taken from the lost Forzori Entombment. Access to the 
Forzori altar also explains several other unusual features of the 
Apollonia narratives. For example, the classical frieze depicting 
garland bearing putti past which St. Apollonia is dragged, closely 
resembles the Forzori predella (Pls. 129,120). Still more comparisons 
can be made between the Apollonia panels and Donatello's Santo 
reliefs. Many of the architectural elements used by the Vivarini 
partners have their origins in the Santo altar, though none are copied 
slavishly and many sport less classical forms of decoration. 109 
Similarly Donatello's figure groupings were also influential. In 
particular, the Apollonia panels adopt the practice of placing figures 
at the edges of the narratives as external witnesses to the main action; 
as in Mantegna's narratives these witnesses populate balconies and 
corner spaces, and occasionally they cling to columns and peer 
around them as in Donatello's reliefs (Pl. 127). 110 
109Two examples will suffice - the sharply receding balcony in the Blinding, 
together with its observers, developed out of the Healing of the Wrathful Son; the 
barrel vaulted archway in front of which Apollonia destroys a pagan idol, was 
created from a number of elements. 
110Mantegna also takes this detail from Donatello in his Ovetari Assumption. 
273 
This sudden attention to these new elements must have been the 
result of the exposure of the Vivarini partners to the Santo altar, 
erected less than a month after they signed the Ovetari contract. The 
framing elements of the temporary Santo altar probably inspired the 
construction and architectural elements of the loggia within which 
observers witness Apollonia being dragged through the streets (Pis. 
128,129). 111 Ultimately the character of the Apollonia narratives was 
derived from the densely populated and majestically architectural 
visions of Altichiero. One may compare, for example, the scale and 
prominence of Altichiero's architecture or the grouping and dress of 
his figures from the St. James chapel with those of the Apollonia 
series (Pl. 130). In conclusion the Apollonia panels shared in the 
artistic climate of mid-fifteenth-century Padua. Although there are 
still problems attached to attributing these paintings to the Vivarini 
partners, their extraordinary appearance surely reflects the 
experiments of the Venetians following their exposure to the 
innovations of Donatello and the contemporary interest in Paduan 
Trecento painters. 
Returning briefly to the two St. Christopher drawings which 
provoked this extended discussion, it is obvious that they bear more 
than a passing resemblance to the Apollonia panels. They share a 
general architectural language, a taste in imaginary all'antica 
monuments, the same tendency towards overcrowding and 
occasionally even individual protagonists. Even if neither series can 
be attributed to the Vivarini partners without reservation, it is worth 
suggesting that they both reflect the kinds of ideas being explored by 
them in relation to the Ovetari project. 
Perhaps the most remarkable aspect of the Apollonia panels is their 
highly unusual character. As far as is known, their experimental style 
was never duplicated by the same artist. In this regard, the death of 
Giovanni d'Alemagna a short time after their supposed execution, 
might not be coincidental. Giovanni died sometime between 23 July 
1449, the date of his final recorded payment from the Ovetari 
111The free standing saints of the Santo altar might also have served as the 
inspiration for a number of the figures from the Praglia polyptych, in particular the 
iconic guise of the Madonna. 
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executors, and 9 June 1450, at which point arbitrators came to assess 
the value of his and Antonio's work. The events directly following 
his death reveal the importance of his contribution to workshop 
affairs and form a logical end-note to this study. The surviving 
documents are quite specific concerning the consequences of 
Giovanni's death. Shortly afterwards Antonio opted to abandon the 
project and a process of evaluation began in order to assess how 
much the Venetian was still owed. In June 1450, Pizolo and 
Squarcione, the respective representatives of patron and artist, 
inspected the chapel. They decreed that, on completion of the vault, 
Antonio was to be paid a further thirty ducats in addition to the 
seventy which he and Giovanni had already received. Antonio is last 
mentioned in the documents on 27 November 1451 when he 
collected a further ten ducats. According to Shaw's analysis of the 
documentary evidence this represents the final payment to Antonio 
which he collected, along with his scaffolding, during a return visit to 
the terraferma city. 
Following the untimely death of Giovanni, Antonio began to take 
stock of his commitments. During their short time in Padua, the 
partners had apparently attracted some considerable attention and 
must have had several planned projects on their books besides the 
continuing Ovetari frescoes. Possibly under pressure from the 
impatient Imperatrice (Capodilista's successor at the Ovetari chapel), 
and suddenly unable to meet demand, Antonio quickly abandoned 
his fresco commitments to concentrate upon the more familiar 
medium of panel painting-112 While activity continued to complete 
the vault at the Eremitani, probably executed by an anonymous third 
party, 113 Antonio, with his brother Bartolomeo as assistant, must 
112Several commentators have suggested that Antonio abandoned the Ovetari 
commission because he was unable to work in the medium of fresco. The alternative 
identification of other commitments presented here provides a less speculative 
solution to his odd behaviour. 
113Most scholars now agree that Antonio was probably never directly involved with 
work upon the Ovetari chapel vault. All but the St. Luke spandrel are thought to 
have been executed by Giovanni prior to his death. After June 1450, Antonio probably 
employed a third party to complete his obligations in the chapel and the St. Luke 
spandrel has most recently been attributed to the master responsible for St. 
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have rushed to complete two of the largest polyptych complexes ever 
undertaken by his shop. In Padua itself, the Venetians were 
committed to delivering the high altarpiece for S. Francesco Grande, 
finally delivered in 1451 (P1.20). 114 More pressing were papal demands 
for another high altarpiece, this time for the Certosa at Bologna, 
delivered in 1450 (P1.19). 115 Both complexes carry the signatures of 
Antonio and Bartolomeo and, strictly speaking, they should not fall 
within the scope of this study. However, allowing eighteen months 
for the completion of each project -a reasonable length of time 
considering the ambitious scale of the work involved - it is to be 
assumed that Giovanni and Antonio together had attracted, 
negotiated and contracted for these commissions. The prestige of the 
two complexes and of their patrons serve as a fitting symbol of the 
Christopher's Encounter with the Devil, by Shaw (1994), pp. 128 - 133, identified by 
De Marchi (1996a), p. 60; De Marchi (1996b), n. 64, as Ansuino da Forli. Shaw (1994), 
pp. 119 - 127 suggests Rigo Tedesco as a possible candidate for this role. Salmazo 
(1993), p. 49, also tentatively suggests Ansuino da Forli's part in the painting of the 
vault. See also Shaw (1994), Cat. 7, pp. 237 - 238. 
114The altarpiece consisted of eleven painted panels. All but two of them have been 
traced, according to the reconstruction suggested by Zeri (1975), with additions and 
alterations suggested by Hlaväckovä (1991). The altarpiece was almost certainly 
commissioned by the Franciscan brothers of the monastery following the success of the 
Nativity polyptych in the same church. Antonio's return to Padua in November 1451 
might have been concerned with the delivery and installation of this work. 
115This important work (Bologna, Pinacoteca Nazionale) awaits extensive research. 
Our knowledge of its commission is based upon the surviving inscription which states 
that the work was commissioned by Pope Nicholas V in memory of Cardinal Niccolb 
Albergati. In many ways it was an unusual contract to have been undertaken by the 
Vivarini partners. The commission must have been given to them on the basis of their 
fame, substantial by the late 1440s, or through circles close to the pope or Albergati 
himself, in Venice or Padua. Most recently Toscano (1987), has speculated that the 
choice of the Vivarini partners was influenced by Lorenzo Giustiniani. For the 
Certosa altar see Humfrey (1993), p. 340. The Bologna project must have been a success 
since it immediately attracted two further commissions in that city; the Risen Christ 
(Bologna, Pinacoteca Nazionale) came from the Convento delle Clarisse presso Porto 
Santo Stefano, at Bologna and the small Madonna and Child (Bologna, Museo Davia 
Bargellini) might also have had a Bolognese origin. 
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artistic heights reached by the partners in the ten years since they set 
up shop together. 
Conclusion 
The four Paduan projects discussed here demonstrate the 
continuation of business practices adopted by the partners earlier in 
the decade. Although the circumstances surrounding the 
commission of the Nativity polyptych remain obscure, this altarpiece 
and its patrons were almost certainly influential in establishing 
Paduan interest in the Vivarini shop. Just as the social contact 
between Marco Dandolo and Francesco Gritti influenced the success 
of the Vivarini shop at Venice, members of the Lion family 
seemingly had a hand in the selection of the artists both for the 
Praglia polyptych and the Ovetari chapel decoration. Similarly the 
partners negotiated a second commission for the church of S. 
Francesco Grande, just as they had done at S. Moise and S. Pantalon. 
Of even greater significance for the present study is the continuation 
in influence of specific patronage networks cultivated during earlier 
periods of the partners' careers. Benedictine circles, for which the 
partners had already worked in 1443 and 1445, returned to the 
Vivarini shop for a third time for the commission of the Praglia 
polyptych. Moreover, the close ties between the partners and 
members of the Donato family once again had important 
repercussions for shop success. Gianfrancesco Capodilista was closely 
bound to Pietro Donato, to members of Pietro's immediate family and 
to the cultural initiatives which Pietro had championed throughout 
his life. Such personal and cultural ties probably served as decisive 
factors in determining Gianfrancesco's selection of the Vivarini 
partners for the Ovetari chapel project. This repeated interconnection 
between those patronage networks responsible for supporting both 
Giovanni da Ulma and Giovanni d'Alemagna reinforce the 
suggestions of Erice Rigoni, followed by the present writer, that the 
two artists should be recognised as a single individual. 
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Despite the reoccurrence of older patronage networks at the Ovetari 
chapel, the three extant Paduan altarpieces mark a clear break with 
the style which had been popular at Venice around mid-decade. As 
noted in Chapter Two of the present study, the partners practised a 
significantly less decorative style for their mainland commissions. In 
part the change was almost certainly affected by the more austere 
tastes of their Paduan patrons. Paduan art had been affected by the 
works of Donatello and by the influence of indigenous fresco masters 
of the Trecento. Consecutively their Paduan oeuvre might have been 
influenced by a change in workshop practice. Although both artists 
continued to sign all their works jointly, it is possible that their 
artistic union ended when Giovanni moved to Padua to work at the 
Ovetari chapel, leaving Antonio to take care of Venetian business. 
This move might have been undertaken in order to expand the shop 
and promote its work to a wider audience. Although the untimely 
death of Giovanni cut short this process, the shop style was 
successfully exported to both Padua and Bologna in the late 1440s. 
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Conclusion 
This study of the patrons of the Vivarini workshop over a twenty- 
year period adds significantly to our understanding of the conditions 
under which artists worked in Venice in the early fifteenth century. 
Beyond casting light upon the activities of the Vivarini partners 
themselves (their respective roles in the partnership, the practices of 
their workshop, the chronology of their oeuvre) the study makes 
possible new suggestions regarding the sections of society responsible 
for promoting their art and the status and values which their art 
represented for contemporary patrons. The thesis has also been 
concerned to re-examine assumptions concerning the influence of 
Tuscan masters upon the Venetian artistic tradition. What evidence 
is there to suggest that Venetian patrons appreciated or demanded 
Florentine cultural innovation? To what extent can the success of the 
Vivarini shop be attributed to its adoption of innovative 
'Renaissance' techniques? Beyond any considerations of style, 
research has revealed the close social ties which bound the patrons of 
the Vivarini shop one to another. Findings suggest that, in fifteenth- 
century Venice at least, the process of selecting an artist depended as 
much upon the recommendations of friends and relatives as upon 
the stylistic merits of the art itself. 
To begin, let us consider the relationship between the art of the 
Vivarini partners and that of their Florentine contemporaries. 
Formalist analyses of the work of the Vivarini partners have proved 
inconclusive in regard to this issue, but the evidence provided by the 
study of markets and patrons who sponsored the two sets of artists 
can cast fresh light upon the situation. First of all it has been observed 
that, in general, Tuscan artists travelled to the Veneto in response to 
specific commissions offered by representatives of the Venetian 
government or by members of the regular clergy. Once established in 
the Veneto, Tuscan artists served specific and restricted markets. In 
Venice in particular, Florentine painters were not commissioned by 
private individuals or employed in connection with private family 
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projects. Whatever the reasons for these restricted opportunities, it is 
notable that, in contrast, the reputation of the Vivarini shop was built 
upon just such private commissions. In short, Giovanni and 
Antonio did not find themselves in direct competition with their 
Florentine counterparts. Given this situation it is reasonable to 
suggest that the Venetians were not driven to emulate Florentine 
innovation by market forces. Rather, Venetian patrons apparently 
preferred the more decorative style practised by the Vivarini shop. Of 
course such considerations do not take into account the natural 
curiosity of the artists themselves towards alternative styles and 
techniques. The known works of the Vivarini partners certainly 
demonstrate an early fascination with the new style. For example, 
their earliest paintings - the Parenzo polyptych, the St. Jerome 
altarpiece - demonstrate a remarkable understanding of Florentine 
Renaissance ideas. However, their subsequent oeuvre suggests a 
conscious development away from these innovations, and their style 
became in some ways more Gothic as the 1440s progressed. 
Apart from these general observations, the present study has revealed 
a specific inclination of several patrons of the Vivarini shop towards 
Tuscan artists. In particular, the Paduan bishop, Pietro Donato and his 
family and associates appear to have adopted a pro-active, pro- 
Florentine attitude throughout the whole period under discussion. 
Pietro himself commissioned works from Florentine artists, 
employed Tuscan clerics within his retinue and enjoyed close contact 
with such learned Florentine associates as Ambrogio Traversari. His 
sister, Marina, was possibly involved in the employment of Andrea 
del Castagno at S. Zaccaria. Likewise, his brother, Bartolommeo, may 
have been responsible for the commission of an altarpiece by the 
Mascoli Master, possibly another Florentine craftsman. Furthermore, 
other members of the Donato family might be counted amongst the 
amici of the Medici clan. Jacopo Donato lodged members of the 
powerful Florentine family in his palace at Padua on a number of 
occasions. Andrea, Pietro's nephew and the son-in-law of Doge 
Foscari, in his capacity as Venetian ambassador to Florence, 
negotiated the conditions of Cosimo de'Medici's move from Padua to 
Venice during the Florentine's year-long exile. In recognition of his 
diplomatic skill, Andrea was granted honorary Florentine 
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citizenship. Still other members of related branches of the Donato 
clan, such as Manno Donati and Niccolö Cocco-Donati, also had 
notable Medici connections. In a similar way, though to a much lesser 
degree, other patrons of the Vivarini partners responded positively to 
Florentine art. Marco Dandolo and Giovanni Cornaro both 
commissioned the Mascoli Master, and Marco was probably 
responsible for the employment of Fra Filippo Lippi at the chapel of 
the Podestä at Padua. 
That these individuals apparently appreciated aspects of Florentine 
art suggest that they might have recognised and responded to similar 
values in the work of the Vivarini partners. For example, the 
innovations of the Vivarini shop in relation to the construction and 
conception of space and the creation of three dimensional form, 
might have been recognised as important elements in the shop style, 
at least by these few patrons. However, hand-in-hand with this 
positive approach to Florentine culture, these same patrons (and 
several others over the same period) were also attracted to 
alternative, transalpine artistic traditions. Pietro Donato employed 
the talents of northern scribes, illuminators, cooks and clerics. Marco 
Dandolo bought northern tapestries for the decoration of his private 
chapel. Gianfrancesco Capodilista and Francesco Gritti further 
engaged the services of northern artists. The decorative late-Gothic 
aspects of the work of the Vivarini partners must have provided an 
important additional attraction to this group of patrons and possibly 
many others. Although we cannot be certain that Giovanni 
d'Alemagna was trained in a northern manner, the fact that he was 
recognised as a German throughout his life might have been an 
important contributing factor towards the success of his shop. His 
Venetian citizenship gave him all the guild privileges of an 
indigenous master and therefore an important edge over more 
transient northern artists in the Veneto. 
Giovanni's transalpine origins might have assumed greater 
importance following the commencement of the Council of Basel in 
1431. Members of Venetian and Paduan society played an unusually 
prominent part in the proceedings there, due partly to their close 
association with the Venetian pope, Eugenius IV. Venetian 
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churchmen and diplomats travelled to Basel in some numbers and at 
regular intervals. The more curious among them, such as Pietro 
Donato, used the opportunity to travel in the surrounding region and 
to familiarise themselves with their northern contemporaries. The 
importance of this sudden and concentrated contact between Italy and 
the north has never been the subject of detailed investigation. 
However, the preliminary findings of this paper suggest that, at least 
in terms of cultural influence, the effects of the Council were far- 
reaching. Venetians and Paduans who visited the north in these 
years gained a new awareness and enthusiasm for northern art of all 
kinds. That a significant number of the patrons of the Vivarini shop 
had first hand experience of northern art at its source - Pietro Donato, 
Gianfrancesco Capodilista, Marco Dandolo, Giovanni Cornaro, 
Francesco Gritti - might be more than mere coincidence. 
Even more surprising are the tangible contacts which existed between 
many patrons of the shop over this period. Occasionally such points 
of contact are clearly documented and beyond dispute. For example, 
when Pietro Donato came to . commission Giovanni da Ulma in 1437, 
he selected the artist on the advice of Giovanni Cornaro or of a third 
party who was a friend to both men. Similarly, when Francesco Gritti 
recruited the Vivarini shop in 1443 he was probably influenced by the 
actions of their earlier patron, Marco Dandolo. On other occasions, 
such moments of contact must be assumed. Clan relations dictated 
some of these ties. Marina Donato selected the partners shortly after 
Giovanni had completed work for her brother, Pietro. Gianfrancesco 
Capodilista engaged the artists to decorate the Ovetari chapel 
following delivery of an altarpiece for the chapel of his son-in-law, 
Checco Lion, at S. Francesco Grande in Padua. The Lion family also 
possibly played a part in a third Paduan commission - the Praglia 
polyptych. In this instance Checco's brother, Francesco, might have 
recommended the shop when Cipriano Rinaldini was selecting the 
workforce for his own project. The success of their bid for the 
commission of the Praglia polyptych might also have been affected by 
suggestions from within the Benedictine Order; the partners had 
already worked for the nuns of S. Zaccaria and the monks of S. 
Giorgio Maggiore in Venice. 
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The partners themselves must have been acutely aware of the 
potential benefits associated with cultivating such patronage circles. 
One element of their business strategy was concerned with 
maximising the opportunities for future employment wherever they 
worked. The number of occasions upon which they returned to the 
same location for a second commission bears witness to this 
philosophy. They completed two projects at the churches of S. 
Stefano, S. Moise, S. Pantalon, S. Francesco Grande (Padua) and three 
in the chapel of S. Tarasio at S. Zaccaria. 
It is notable that one project - the Four Fathers triptych for the Scuola 
Grande della Caritä - remains unconnected to any other work of the 
period and to any of the patronage networks observed in the course of 
this study. This important scuola remained quite isolated from the 
more usual circles of the Vivarini partners, and its members 
constituted a distinct association of patrons separate from other 
sections of society. The artistic commissions of the scuola throughout 
the fifteenth century allow us to comment with some confidence that 
its policy for the selection of artists was governed by convenience 
more than by aesthetic preference. Time and again the governing 
body of the scuola employed artists from among its own members. 
Indeed, Antonio himself returned to work for the scuola on at least 
two further occasions after the death of Giovanni. It remains 
impossible to make such bold statements concerning the choices of 
other patrons of the Vivarini shop. However, to judge from the 
evidence presented in this study it is clear that the shop had much to 
recommend itself. Their paintings took account of the principles of 
the new art from Tuscany and made use of decorative elements of 
northern art. Of equal importance the partners came highly 
recommended by past patrons and past achievements. 
The observations of this study further enable us to discuss the social 
dynamics of Venetian society and to recognise the place of artists 
within this social network. The discussion has included a number of 
distinct patronage groups - state officials, members of the regular and 
secular clergy, Venetian patricians and citizens, and scuole. The 
approach of these groups to artistic commissions provides one means 
by which to assess their status and identity within Venetian society 
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and also their aspirations and social connections. For example, 
Patricia Fortini Brown's study of the patronage of Venetian scuole 
grandi identified the motives behind their artistic commissions. She 
commented that, "the groups competed not just to win, but to be 
equal within agreed-upon norms". 1 The present study reinforces this 
notion of the distinct and closed patronage circles of the Scuola 
Grande della Caritä. In a similar way the Augustinian tertiaries at S. 
Stefano might have acted in response to the activities of other tertiary 
groups within the city. On another level, the tertiaries were part of a 
national and international process of inter-order rivalry in which the 
Augustinian Hermits were actively engaged in this period. The 
aspirations and contacts of the Order were directed outside the 
confines of Venice. The Venetian government was also involved in a 
related competition with other terraferma powers such as Florence 
and Milan. The nature of this contest required the adoption of a more 
European image which the importation of Florentine artists might 
have helped to achieve. 
The majority of Vivarini shop commissions in this period came from 
within a separate social network - patrician families. No detailed 
study of private art patronage in Venice in the interval up to the mid- 
fifteenth century has yet been written. The present survey of 
individuals who commissioned the Vivarini shop indicates that 
private patrons were affected by the strictly defined Venetian class 
system and the resultant emphasis upon conformity. In this sense 
their approach to art patronage seems to have been inspired by 
motivating factors similar to those which affected the Venetian 
scuole. Like the guardians of the scuole, Venetian patricians 
competed to be equal to their peers and to bring appropriate honour 
to themselves and their families. Similarly, Manfredo Tafuri has 
identified the ideal of mediocritas - the wish to conform - as a 
motivating factor behind the art patronage of Venetian patricians in 
the subsequent period. 2 
1Brown (1987), esp. p. 184. 
2Tafuri (1989), esp. Ch. 1. Tafuri discusses the concept in relation to Venetian building 
practices of the sixteenth century. Humfrey (1993), recognises a similar preoccupation 
amongst fifteenth century Venetian art patrons. 
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At S. Stefano, Marco da Molino commissioned a new altarpiece from 
the Vivarini partners for his family chapel in order to maintain 
family honour. His activity followed several similar initiatives taken 
by private families and scuole at neighbouring altars. Although we 
cannot be certain whether his intention was to equal or to better his 
peers, the circumstances of other Venetian commissions suggest the 
former option. The activities of Marco Dandolo are particularly 
revealing in this respect. Marco was a prolific patron of the arts. He 
had amassed an impressive fortune and he sponsored both 
Florentine and northern artists during the period from the late 1420s 
to the early 40s. However, as a lasting symbol of family honour in his 
burial chapel at the Venetian church of S. Moise, he commissioned 
an altarpiece from the respected local workshop of the Vivarini 
partners. By so doing he conformed to the tastes and practices of his 
Venetian peers. Marco's actions at S. Moist betray his concern to 
retain the modesty appropriate to his status in Venetian society. His 
commissions at Padua and Udine had been public works made on 
behalf of the Venetian government. At S. Moise his private family 
chapel was a more personal expression. The climate of patronage was 
certainly different at Padua where Marco had commissioned Filippo 
Lippi. In this city, Francesco Capodilista was able to spend lavishly on 
the decoration of the Ovetari chapel and at the same time to sponsor 
a markedly new style based upon the innovations of Tuscan artists 
and inspired by classical sources. 
Whatever the reason for Marco's actions, his commission of the S. 
Moise triptych makes clear that he recognised no glaring disparity 
between the work of the Vivarini partners and the decorations of 
Filippo Lippi in the Podestä chapel at Padua. Marco clearly did not 
regard the style of the Vivarini partners as overtly traditional, just as 
Pietro Donato and Giovanni Cornaro, sophisticated humanist 
scholars, perceived no disjunction between their classical education 
and the art of Giovanni da Ulma. The art of the Vivarini partners did 
not appear to be old fashioned or transitional in nature. Rather it was 
the smartest style in Venice and Padua during the 1440s and stood as 
a testimony to the wealth, standing and good taste of the patrons who 
sponsored it. Above all it was the "stile veneziano per eccellenza" - 
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symbolic of a proud and cosmopolitan Venetian heritage which 
remained distinct from all foreign influences. 
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Chronology of projects associated with the Vivarini Shop 1432 -1474.1 
Date Work Artist Patron 
1432 Polychromy, Raffaello GA Giovanna de'Beccaria 
Fulgosio Tomb 
c. 1432 (? ) Cornaro Palace GdUlma Giovanni Cornaro 
Decoration 
1437 S. Massimo Chapel GdUlma Pietro Donato 
Decoration 
c. 1439 (? ) Houston Madonna AV(? ) 
Nevin Saints 
1440 Parenzo Polyptych AV 
1441 
c. 1442 (? ) 
(? ) c. 1442 
c. 1442 (? ) 
c. 1442 (? ) 
St. Jerome Polyptych AV Marco da Molino 
S. Moise Triptych GA & AV Marco Dandolo 
Poldi Pezzoli Madonna GA & AV 
S. Moise Organ Doors GA & AV Bartolomeo Dotto (? ) 
Entry into Jerusalem GA & AV 
1443 St. Sabina Polyptych GA & AV 
Redeemer Polyptych GA & AV 
Madonna of the Rosary GA & AV 
Altarpiece 
1443 (? ) Fresco decoration, GA (&AV? ) 
chapel of S. Tarasio (? ) 
1444 S. Pantalon Coronation GA & AV 
1444 Baltimore St. Jerome GA 
c. 1444 (? ) Berlin Adoration GA & AV 








Francesco Gritti (? ) 
1This chronology includes only those projects which are mentioned in the course of this 
study. The abbreviations used indicate the artists involved: GA = Giovanni d'Alemagna; 
GdUlma = Giovanni da Ulma; AV = Antonio Vivarini. 
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c. 1445 (? ) St. Monica Altarpiece GA & AV 
1446 Four Fathers of the GA & AV 
Church Triptych 
1446 S. Giorgio Maggiore GA & AV 
Organ Doors 
1447 Nativity Polyptych AV & GA 
1448 - 50 Ovetari Chapel frescoes GA (&AV? ) 
1449 (? ) Praglia Polyptych 
c. 1449 (? ) St. Apollonia Cycle 
c. 1449 (? ) Assumption of St. 
Mary Magdalen 
c. 1449 (? ) Stigmatisation of 





GA & AV 
GA (&AV? ) 
AV (&GA? ) 
AV (&GA? ) 
AV (&GA? ) 
Augustinian 
Tertiaries (? ) 
Scuola Grande della 
Caritä 
Paolo Caselli da Pavia 




Augustinian nuns, S. 
Maria delle Vergini (? ) 
Certosa Polyptych AV & BV Pope Nicholas V 
Annunciation AV Scuola Grande della 
Caritä 
1451 High Altarpiece, AV & BV Chapter, S. Francesco 
S. Francesco Grande Grande 
Mid-1450s? St. Ursula Triptych AV 
Mid-1450s? St. Peter Martyr Cycle AV 
1456 High Altarpiece, AV Scuola Grande della 
S. Maria della Caritä 
(Cittä di Castello Madonna? ) 
c. 1456 (? ) Accademia Madonna AV 
& Child 
Caritä 
Late 1450s? Passion Polyptych AV & Dominican 
workshop Tertiaries (? ) 
Late 1450s Ravenna Crucifixion AV & 
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workshop 
Late 1450s Prague Crucifixion Workshop of AV 
Late 1450s Berlin Life of the Virgin Workshop of AV 
1464 Pesaro Polyptych AV & Confraternity of 
workshop St. Anthony 
Abbot, Pesaro 
1473-74 S. Giorgio Maggiore AV Chapter, 
Madonna S. Giorgio (? ) 
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1. Antonio Vivarini - Parenzo polyptych (1440) (Basilica Fufrasiana, 
Pores) 
2. Giovanni d'Alemagna & Antonio Vivarini - St. Jerome polyptych (1441) (Vienna Kunsthistorisches Museen) 
3. Antonio Vivarini (? ) - Houston Madonna (c. 1439? ) (Museum of Fine 
Arts. Houston) 
I 
4. Antonio Vivarini (? ) - Coughlan Saints (c. 1439? ) (whereabouts 
unknown) 
5. Giovanni d'Alemagna & Antonio Vivarini - S. Moise triptych (c. 1442? ) 
SS. Peter & Jerome, SS. Mark & Francis (National Gallery, London) 
Madonna and Child (S. Tommaso Cantauriense, Padua) 
6. Giovanni d'Alemagna & Antonio Vivarini (with Lodovico da Forli) - 
St. Sabina polyptych (1443) (S. Zaccaria, Venice) 
7. Giovanni d'Alemagna & Antonio Vivarini (with Lodovico da Forli) - 
Redee in er polyptych (1443) (S. Zaccaria, Venice) 
8. Giovanni d'Alemagna & Antonio Vivarini (with Lodovico da Forli) - 
Madonna of the Rosary polyptych (1443) - front view (S. Zaccaria, Venice) 
9. Giovanni d'Alemagna & Antonio Vivarini - S. Pantalon Coroiiationr 
(1444) (S. Pantalon, Venice) 
10. Giovanni d'Alemagna & Antonio Vivarini - Four 
Fathers of the 
Church triptych (1446) (Accademia, Venice) 
11. Giovanni d'Alemagna & Antonio Vivarini (? ) - Berlin Adoration of 
the Magi (c. 1444? ) (Staatliche Museen, Picture Gallery, Berlin) 
12. Mascoli Master - Cornaro Lunelle (c. 1430) - detail 
13. Pisanello - Giovanni Palaeologus Medal (1438) 
l1 
14. Giovanni d'Aleragna & Antonio Vivarini - Poldi Pezoli 
Madonna (c. 1442? ) (Poldi Pezzoli Gallery, Milan) 
15. Antonio Vivarini - Cittä di Castello Madonna (1456? ) (Galleria 
Comunale, Cittä di Castello) 
16. Antonio Vivarini - Accademia Madonna and Child (1456? ) 
(Accademia, Venice) 
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17. Antonio Vivarini & Giovanni d'Alemagna - Nativity polyptych 
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18. Giovanni d'Alemagna & Antonio Vivarini - Praglia polyptych 
(1449? ) (Brera, Milan) 
19. Antonio & Bartolomeo Vivarini - Certosa polyptych (1450) 
(Pinacoteca Nazionale di Bologna) 
. 
`(I. 
20. Antonio & Bartolomeo Vivarini - Panels from the lower register 
of the High altarpiece of S. Francesco Grande, Padua (1451), SS. Peter 
& Paul (National Gallery, Prague); SS. Anthony of Padua & Louis of 
Toulouse (Vienna, Drotheiin auction, 1974) 
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21. Antonio Vivarini (? ) - Assumption of Mary Magclalciic (1449? ) 
(Staatliche Museen, Picture Gallery, Berlin) 
22. Antonio Vivarini (? ) - Stigmatisation of St. Francis (1449? ) 
(whereabouts unknown) 
23. Antonio Vivarini (? ) - Turin Coronation (1449? 
) (Museo Civico, 
Turin) 
24. Giovanni d'. -%Jemagna & Antonio Vivarini - Ovetari chapel vault 
(1447 - 145()), St. Luke spandrel (destroyed) 
25. Giovanni d'Alemagna & Antonio Vivarini - 
Ovetari chapel vault 
(1447 - 1450). St. Luke roundel 
26. Giovanni d'. Jemagna & Antonio Vivarini - Ovetari chapel vault 
(1447 - 1450), Putto from St. Luke spandrel 
27. Antonio Vivarini - Pesaro polyptych (1464) (Vatican Museum, 
Rome) 
28. Antonio Vivarini - St. Ursula triptych (mid-1450s? ) (S. Angelo, 
Brescia) 
29. -31. Antonio Vivarini (? ) - St. Peter Martyr altarpiece 
(mid-1450s? ), 
The Inc"c"titure of St. Peter Martyr (Staatliche Museen, Picture 
Gallery, N-rlin); The Miracle of the Fire (Staatliche Museen, Picture 
(tauen, lürlin); TheExorcisin (whereabouts unknown) 
ýý 
I 
'12 . \ntonio Vivarini (') - St. Peter . 'Martyr altarpiece (mid-1450s? ), St. 
Peter Martyr Heals the Leg of a Young Alan (Metropolitan Museum, 
New 't ork) 
33. -35. Antonio Vivarini (? ) - St. Peter Martyr altarpiece (mid-1450s? ), 
St. Peter Martyr Exorcising a Statue of the Madonna (whereabouts 
unknown); The Virgins Visit the Cell of St. Peter Martyr (Vitetti 
Collection, Rome); Funeral of St. Peter Martyr (Crespi Collection, 
Milan) 
36. Giovanni d'Alemagna & Antonio Vivarini - Entry into Jerusalem 
(c. 1442? ) (whereabouts unknown) 
IV 
37. Antonio Vivarini - Ravenna Crucifixion (late 1450s) (Pinacoteca, 
Ravenna) 
38. Workshop of Antonio Vivarini - Prague Crucifixion (late 1450s) (National 
Gallery, Prague) 
39. Workshop of Antonio Vivarini - Berlin Life of the Virgin cycle (late 1450s), 
the Marriage of the Virgin, the Adoration of the Magi, the Coronation of the Virgin 
(Staatliche Museen, Picture Gallery, Berlin) 
40a. Antonio Vivarini and workshop - Passion polyptych (late 1450s? ) 
(Ca'd'Oro, Venice); 40b. Details, the Betrayal of Christ, Christ Before Pilate 
41. Masolino - Crucifixion (1428-30) (St. Catherine chapel, S. Clemente, Rome) 
42. Giusto de'Menabuoi - Crucifixion (1376-78) (Baptistery, Padua) 
43. Follower of Jan van Eyck - Crucifixion (c. 1470) (Ca'd'Oro, Venice) 
6 
44. Andrea del Castagno & Francesco da Faenza - Vault frescoes (1442) (S. 
Tarasio chapel, S. Zaccaria, Venice) 
45. Andrea del Castagno St. John Evrýiz c1ist (1112) ( 'I'arasio cha}ýL 
Zaccaria, Venice) 
46. Donatello - St. John the Baptist (1438) 
(Frari, Venice) 
47. Andrea di Bartolo - Murano pentaptych 
(1394-96) (Museo Vetrario, 
Murano, Venice) 
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48. Workshop of Lorenzo Ghiberti - preparatory drawing for a statue of St. 
Stephen (pre 1425) (Cabinet des Estampes, Louvre, Paris) 
49. Jacopo Bellini - Four Standing Saints (mid-1430s), Bearded Saint, St. Peter, St. 
Jerome (Staatliche Museen, Picture Gallery, Berlin) 
4 
49. Jacopo Bellini - Four Standing Saints (mid-1430s)Female Saint (Private 
Collection, Berlin) 
50. Michele Giambono - Sarego Monument, S. Anastasio, Verona (1432), 
Dominican Saint 
51. Pietro Lamberti & Nani di Bartolomeo - Raffaello Fulgosio 
Monument (1429 - 30) (Santo, Padua), Side facing the nave 
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53. -54. Peronet Lamy - Codex Spirensis (1436), Dispute Between Hadrian and 
Epictetus, Three Suppliant Provinces (Bodleian Library, Oxford, Cod. Canon 
Misc. 378, f. 78,132) 
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55. -56. Peronet Lamy - Codex Spirensis (1436), Vicarii Britaniarum (Bodleian 
Library, Constantinople (Bodleian Library, Oxford, Cod. Canon Misc. 378, f. 150, 
84) 
57. Peronet Lamy - Lectionarium Evangeliorum, (c. 1436), Nativity (Pierpont 
Morgan Library, New York, Ms. 180, f. 11v) 
58. Anonymous Transalpine Master - Crucifixion (Missal, Biblioteca Apostolica 
Vaticana, Rome, Vat. Lat. 8700, f. 122v) 
59. Ciriaco d'Ancona - Equestrian Monument of the Byzantine Emperor 
Justinian Statue (c. 1430? ) (Budapest University Library, Ms. It. 3, f. 144v) 
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60. Anonymous miniaturist after Ciriaco d'Ancona - Drawing of the 
Parthenon 
(Staatsbibliothek, Berlin, Cod. Hamilton 254, f. 85) 
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ýý.. ý.. - tuu. Uý vtW uto ý. ý.. ý.. -«. ----------., ---. ý-. 61. -63. Pietro Donato Master - Lectionarium Evangeliorum (1436), Betrayal of 
Judas, Adoration of the Magi, the Annunciation (Pierpont Morgan Library, New 
York, Ms. 180) 
64. Giovanni Storlato - The Arrival of the Body of St. Luke at Padua (1436-41) (St. 
Luke chapel, S. Giustina, Padua) 
65. Giovanni Storlato - The Arrival of the Body of St. Luke at S. Giustina (1438-41) 
(St. Luke chapel, S. Giustina, Padua) 
66. Cornaro Palace - S. Luca near Rialto 
67. Follower of Antonio Vivarini - Thu' Enrhrlrknf iooir t'% Ih lýýi /irr ('ylhý rn (t'. 1.170? ) 
(Walters Art Gallery, Baltimore) 





69. Mascoli Master - Cornaro Lunette (c. 1430) (Frari, Venice) 
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71. Plan S. Stefano, Venice 
a. St. Jerome chapel 
b. St. Monica chapel 
72. Jacopo de' Barbari - Map of Venice (1500), Church of S. Moise (showing 
adjacent Palazzo Dandolo - lower right) 
73. View of Sacrament chapel, S. Moise, Venice 
74. Mascoli Master - Stemma of Marco Dandolo from the Porta di Borgo 
Poscolle, Udine (1429) (Museo Civico, Udine) 
75. Giovanni d'Alemagna & Antonio Vivarini - Madonna of the Rosary altar 
(1443) (S. Zaccaria, Venice), SS. Mark & Elisabeth 
76. Giovanni d'Alemagna & Antonio Vivarini - Madonna of the Rosary altar 
(1443) (S. Zaccaria, Venice), Reverse 
77. Plan, S. Zaccaria, Venice 
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80. S. Pantalon, Venice - Plan of new church 
w 
81. Michele Gianlbono - Coronation altarpiece (1448) (Accademia, Venice) 
82. Guariento - Coronation fresco, Sala del Maggiore Consiglio, Palazzo Ducale, 
Venice (1365), Reconstruction drawing by R. Hoffman 
83. Anonymous Master - Coronation drawing (after S. Pantalon Coronation? ) 
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84. Giovanni d'Alemagna & Antonio Vivarini - St. Monica altarpiece (c. 1444), 
Marriage of St. Monica (Accademia, Venice) 
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85. -86. Giovanni d'Alemagna & Antonio Vivarini - St. Monica altarpiece (c. 
1444), Birth of St. Augustine (Courtauld Institute, London), Dream of St. Monica 
(Private Collection, Milan) 
87. Giovanni d'Alemagna & Antonio Vivarini - St. Monica altarpiece (c. 1444), 
The Conversion of Patricius (Detroit Institute of Art) 
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88. Giovanni d'Alemagna & Antonio Vivarini - St. Monica altarpiece (c. 1444), 
Baptism of St. Augustine (Accademia Carrara, Bergamo) 
89. Giovanni d'Alemagna & Antonio Vivarini - St. Monica altarpiece (c. 1444), 
Suggested reconstruction 
J 
90. Botticini - St. Monica altarpiece 
(c. 1470) (S. Spirito, Florence) 
91. Life of St. Augustine (Kupferstichkabinett, Berlin, 78A 19a) (1430s), St. Monica 
and Patricius Praying to their Gods, the Marriage of St. Monica, the Birth of St. 
Augustine, the Young Augustine at Play with his Parents 
92. Life of St. Augustine (Kupferstichkabinett, Berlin, 78A 19a) (1430s), Augustine 
Taken to School by His Parents, Augustine Learns of the Existence of God, Augustine 
Refuses to be Baptised, Augustine Teaching Grammar 
I 
93. Life of St. Augustine (Kupferstichkabinett, Berlin, 78A 19a) (1430s), the 
Baptism of Patricius, Death and Burial of Patricius, Augustine Teaching 
94. Life of St. Augustine (Kupferstichkabinett, Berlin, 78A 19a) (1430s), St. Monica 
Dreams of Eating at the Same Table as Augustine, St. Monica Dreams of Augustine's 
Conversion, St. Monica is Consoled by a Bishop, Augustine Weeps for his Dead Friend 
xun Pill) 
95. Life of St. Augustine (Kupferstichkabinett, Berlin, 78A 19a) (1430s), Augustine 
Teaching, Augustine Converses with Bishop Faustus, Augustine Departs for Rome, 
St. Monica Distributes Alms to the Poor and Prays for her Son's Conversion 
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96. Life of St. Augustine (Biblioteca Nazionale, Florence, II. 1.112) (1433), 
Augustine Taken to School by His Parents, Augustine Teaching at Carthage, St. 
Monica is Consoled by a Bishop, St. Monica Prays to St. Cyprian 
97. Life of St. Augustine (Biblioteca Nazionale, Florence, II. 1.112) (1433), 
Augustine Tells St. Monica of his Conversion, Baptism of Augustine, Augustine 
Departs with his Mother, Augustine opposes the Teachings of the Manichees, 
Conversation at Ostia 
98. Life of St. Augustine (Biblioteca Nazionale, Florence, H. 1.112) (1433), Death 
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99. Plan - Scuola della Caritä, `'cnice 
100. Plan - Accademia Gallery, Venice, showing the transformation of the 
Scuola della Caritä 
101. Anonymous master - Portal sculpture (1345), Scuola della Caritä 
102. Gentile Bellini - St. Mark Preaching in Alexandria (formerly above the banco 
of the Scuola Grande di San Marco) (1504 - c. 34) (Brera, Milan) 
103. Scuola della Caritä - albergo ceiling (1443? ) 
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104. Francesco Squarcione - De Lazara altar (1452) (Museo Civico, Padua) 
105. Master of the Antiphonal Q- St. Benedict and the Monks Carrying the Cross 
(1460-70) (formerly Antiphonal Q, S. Giorgio Maggiore, Venice) (Wildenstein 
Collection, New York) 
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107. Anonymous Transalpine Master - Illustration from the De viris illustribus Transelgardorum (1434) (Biblioteca Civica, Padua, Ms. B. P. 954) 
108. Anonymous Transalpine Master - Cortivo Diploma (1435) (Biblioteca 
Civico, Padua, Ms. B. P. 1641 /7) 








110. -111. Anonymous Paduan (? ) - St. Christopher in Samos (c. 1450) (British 
Museum, 1895-9-15-802), The Arrest of St. Christopher (c. 1450? ) (British 
Museum, 1952-5-10-7) 
112. -113. Giovanni d'Alemagna & Antonio Vivarini - St. Apollonia altar (c. 
1449? ), St. Apollonia Destroying a Pagan Idol (National Gallery, Washington), St. 
Apollonia Having her Teeth Removed (Accademia Carrara, Bergamo) 
114. -115. Giovanni d'Alemagna & Antonio Vivarini - St. Apollonia altar (c. 
1449? ), The Blinding of St. Apollonia (Accademia Carrara, Bergamo), St. 
Apollonia Dragged to her Death (Museo Civico, Bassano) 
116. Donatello - Santo altar - The Miracle of the Mule (c. 1448) 
(Santo, Padua) 
117. Donatello - Santo altar - The Miracle of the Irascible Son (c. 1448) (Santo, 
Padua) 
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124. Giusto da Menabuoi - Padua Baptistery altar (1376-78), the Lamentation 
125. Donatello (? ) - Forzori altar, detail 
126. Giovanni d'Alemagna & Antonio Vivarini - St. Apollonia altar, detail 
127. Donatello - Miracle of the New-born Child, detail 
119. Donatello - Santo altar - The Miracle of the New-born Child (c. 1448) (Santo, 
Padua) 
120. Donatello (') - Forzori altar (c. 1447) (Victori, a & . AIherl f\lucunn, hmTell) 
121. Mantegna - Ovetari chapel, Eremitani, Padua - "-; I. 
1450) (destroyed) 
122. Jacopo Avanzi - Hermogenes Evokes the Demons (1370s) (St. James chapel, 
Santo, Padua) 
123. Giovanni d'Alemagna & Antonio Vivarini - Praglia polyptych (1449? ), the 




128. Reconstruction of the Santo altar, according to von Hadeln 1909 
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129. Giovanni d'Alemagna & Antonio Vivarini - Detail of P1.115 
r.. 
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130. Altichiero - Transportation of the Body of St. James (1370s) (St. James chapel, 
Santo, Padua) 
